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GENERAL INTRODUCTION 
For every printed poem that reaches an audience, both a poet and a publisher need to 
collaborate. For every dance that draws an audience, publicity, programs, posters and other 
forms of professional communication are brought into play. With a double concentration in 
Creative Writing and Rhetoric, Composition, and Professional Communication, this thesis 
reflects the dual nature of both the creative and the practical aspect of art. Divided into two 
sections, the first section of this thesis is a complete poetry manuscript. The second section 
contains three professional documents written for a client arts organization, Valerie Williams 
Co'Motion Dance Theater in Ames, Iowa. The three documents include an Organization 
Project Grant written to the Iowa Arts Council for the dance concert Tribes. A HipHOpera, 
an interview with the two principal artists responsible for producing Tribes, and a press 
release for Tribes. Accompanying each of these documents are written narratives which 
describe the process of writing the document and the rhetorical context of their production. 
The first section is organized into an introduction and three subsequent chapters of 
poetry. The introduction describes the content, themes, and influences on my poetry. The 
chapters are then loosely arranged to reflect phases of the moon, an important symbol 
throughout the manuscript. These three chapters represent a complete poetry manuscript and 
are distinct from the second section of the thesis. 
The second section contains three additional chapters, each focusing on a specific 
professional communication document. The chapters are organized by, first, a narrative 
describing the rhetorical context and the process of producing the professional document and, 
second, the document(s) themselves. Chapter four then includes an introduction to and 
narrative for an Organization Project Grant written to the Iowa Arts Council for the dance 
concert Tribes. A HipHOpera. This introduction and narrative describe the decisions 
involved in the production of the document and present an analysis of its rhetorical context 
in terms of the purpose, audience, context, arrangement and organization, persuasive 
character, and ethos of the document. In writing this narrative, I also reflect on how my 
coursework in Rhetoric, Composition, and Professional Communication informed the 
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production of this piece. A pre-writing planning document and a first draft of the narrative 
section of the grant follow the introduction and represent documents produced in the process 
of writing the final grant. A copy of the completed grant concludes chapter four. Chapter 
five focuses on an interview I conducted with Valerie Williams and Janice Baker about their 
collaboration in producing Tribes. Chapter six presents a press release for Tribes. Chapters 
four, five, and six together represent pieces of professional writing that are often produced by 
and for arts-related organizations. 
To briefly summarize, the first half of this thesis consists of an original poetry 
manuscript, while the second half contains arts-related professional communication 
documents and narratives of their production. 
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SECTION 1: 
EVERY MONTH THE MOON SWALLOWS ITSELF 
4 
I ntrod uction 
Two voices inform the poems in this thesis. One is the intensely subjective lyrical 
voice of a woman writing poems about erotic love, erotic longing, and erotic grief The 
second voice is the voice of a natural object, the moon, in which the object is treated with 
"honor" (Bly 213). Close attention to actual details of setting and season characterize the 
moon poems. While these are seemingly disparate voices, I found they blended well and that 
common themes occur between the portrayals of deepest subjective feeling and external 
natural object. 
The two voices within these poems come from two different traditions within poetry, 
the lyrical and the "seeing" traditions. The manuscript reflects each of these traditions. 
Louise Gluck describes the tradition of lyric poetry and contrasts the lyric poem to the 
contemporary detail-rich narrative tradition in poetry. She characterizes the lyric poem as 
having emotional intensity, emphasizing the subjective personal emotions of the narrator, and 
using economy oflanguage. Lyric poems tend to be brief poems which prefer to suggest 
content rather than to "amplify" it as a narrative poem would through scene and detail. 
Gluck also sees these poems as "incomplete" poems, meaning they like to leave "layers of 
meaning unsaid ... unseen ... hidden in what isn't spoken" (73). These poems open onto 
silence. They are like the tip of a volcanic island surrounded by ocean. One sees only the 
tip, but the entire mountain is below. Lyric poems are also interested in being beautiful. The 
poems within this manuscript fall within the lyric tradition. They deal with intense 
subjective emotions surrounding erotic love, longing, and grief The exploration of these 
emotions is done with economy of language, the expression of intensity in a serene manner, 
and the incorporation of silence within,the poems. 
In addition to the lyric tradition, the poems within this manuscript also reflect a 
"seeing" tradition. The moon poems in this manuscript, while written in a lyrical style that 
utilizes imagery, economy of language, and an attempt to be beautiful, come out of this 
"seeing" tradition. I tried, as the author, to remove my own subjectivity from the poem and 
to describe the natural object, the moon, as it appeared in the natural world. These poems are 
all based on observations of the moon. The observations were never the same, because the 
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scene surrounding the moon constantly changed from evening to evening based on different 
cloud configurations and the moon's relation to other natural objects. I wrote down a 
description of the moon afterwards, and then I simply allowed the image to gently live in my 
consciousness, to come and go like a visitor. I had no idea when the eventual poem might be 
written, until a line would occur, and then I knew that the first draft of the poem was ready to 
be written. 
This is a very slow process for writing a poem. With a great deal of patience, I 
simply let the image enter and leave my consciousness at its own pace. Sometimes the poem 
took weeks or months to come. One particularly difficult poem to write, ''Black Silk," was 
actually based on an image of the moon several years old. The brevity of the poem belies the 
many revisions it went through before beginning to approach the felt observation of the 
original scene. 
This slow process of writing a poem in which a "union of the object and psyche" 
(213) takes place is described by Robert Bly as a characteristic of the "seeing" poem. 
Bly discusses several aspects of the "seeing" poem. He mentions that the tradition of the 
"seeing" poem and the tradition he labels the Novalis-Holderlin-Goethe tradition show 
"respect for the integrity of the natural world, respect for the night-intelligence, and careful 
observation of detail" (132). This tradition grants a consciousness to the natural world and 
attempts to "reopen channels between human beings and nature"(285). This tradition is not 
afraid to explore the dark side of nature. Bly also mentions that the style of these poems can 
be ''transparent,'' in that the poet doesn't draw attention to their use oflanguage but rather 
uses language to draw the reader's attention to the image and/or natural object. In addition, 
"seeing" poets tend to pay particular attention to sound. The moon poems in this manuscript 
have several of the characteristics of the poems within this tradition. They strive to treat the 
moon with respect, to grant it a form of consciousness, and to observe its details carefully. 
These poems are also not afraid to explore the dark side of the new moon. I found it 
interesting, as well, that in working with these poems, I became more involved with the 
sounds of the poem, paying more attention to alliteration, assonance, consonance, and 
cadence. The moon poems within this thesis, then, represent the "seeing" tradition in modem 
poetry. 
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The first two poems of the manuscript introduce the different voices which reflect the 
lyric and the "seeing" traditions. The first poem, "Undertow," is a descriptive poem about 
the moon written from a "seeing" tradition in which attention remains on the object of the 
moon throughout. The poem is also written in a transparent style that focuses attention on 
the image. Several themes of the manuscript are introduced in this first poem: the 
importance of nature, the theme of transfonnation, the theme of descent and the theme of 
silence. The style is also spare, influenced by Asian poetry. While the narrator's point-of-
view is not brought directly into the poem, it is implied. From a physical standpoint, the 
narrator's unspoken point-of-view is central to the poem, for the descent and transfonnation 
of the moon image in the poem occurred only because my own point-of-view on the moon 
would shift during an evening walk. At the beginning of the walk, the moon appeared to be 
skimming the tops of forest trees. When I moved further into the woods, the moon appeared 
to be descending into the tree branches. These branches were bare due to the time of year. 
As I continued the walk, I noticed that the moon appeared to move through the tree branches. 
This caused a continually shifting perspective on the moon as its relation to branches and 
other objects changed. At one point I observed the moon as if nestled in a frame or as a 
jewel within a jewelry box. That particular image then made it into the poem. 
While the first poem introduces a "seeing" poem, the second poem in the manuscript 
is written from the lyrical tradition. The second poem, ''Leda's Crane," relies on an extended 
metaphor in which a woman has an encounter with a crane. This poem introduces the voice 
of the human narrator and most of the themes of the lyric poems in the manuscript. Two 
primary themes introduced in this opening poem are "waiting" and "meeting". The plot of 
this brief poem is about the meeting between a woman and a crane. Throughout the 
manuscript, I describe moments of meeting and encounter with a special concern for those 
moments of meeting which occasion erotic love. This theme of meeting is explored in the 
poems "Disclosure," "When Love Comes Like a Daughter," "Visitor," "March Encounters," 
''Final Meeting," "Sacrifice," ''Footsteps of the Buddha," and "Mona Lisa." Equally 
important in ''Leda's Crane" is the theme of patient waiting. Waiting is described by the 
Jungian psychologist, Castillejo, as an "essential positive quality of the feminine. The 
feminine in every woman is always waiting" (178). The theme of waiting is developed 
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through later poems: ''Black Onyx," "In the Room Where We First Met," "Supplicant," and 
''Waiting.'' ''Leda's Crane" also introduces several other important themes in the manuscript. 
These themes include the theme of rising and falling, ascent and descent, emptiness and 
fullness, the importance of touch and connection, the theme of hands as vehicles of touch, the 
value of restraint and silence, and the theme of nature. The first two poems, ''Undertow,'' 
and ''Leda's Crane," effectively introduce the two voices of the manuscript along with many 
of the themes of the thesis. 
Asian poets heavily infonned the writing of this manuscript. Important influences 
included the translations of Japanese women poets by Kenneth Rexroth, Jane Hirshfield, and 
Burton White. I also read the Manyoshu, the record of ancient Japanese poems. These 
poems were compiled for the first time near the end of the eighth century, and they included 
poems that spanned many previous centuries. Those translations of Asian poets, which were 
done by accomplished poets themselves, were most helpful. These ancient Japanese women 
writers dealt with the same subjective themes of my own writing and were important models 
for me in tenns of the spare simplicity of their language, the use of imagery to convey 
meaning, and their attempt to portray objectively the deepest subjective feelings. These 
poems were also written in the traditional tanka form that emphasized short five to six line 
poems. The brevity of their style has influenced several of my own poems. Their poetry has 
also influenced me to try to find a single telling image to clarify an important feeling. 
The Asian translations ofW.S. Merwin and R. H. Blyth also influenced my poetry. 
Merwin's East Window: the Asian Translations was my first introduction to Asian poetry, 
and I was impressed by the expressiveness of the poems, their sparse simplicity, and the 
clarity of the images. Blyth's translation of haiku was an important influence on my use of 
nature imagery and helped me to focus more clearly on the natural object itself. These haiku 
also emphasized for me the value of simply writing a beautiful poem and of taking great care 
with ones language choices. Blyth's commentary with each haiku further deepened my 
understanding of the poems. 
Nature poets were also an important influence on my writing. Robert Bly's edited 
volume, News of the Universe: Poems of a Two-fold Consciousness, introduced me to poems 
written about nature within the Novalis-Holderlin-Goethe tradition and the "seeing" trl),dition 
8 
started by Rilke. This book opened up greater possibilities for me in the use of nature and 
nature imagery in my poetry. Of particular importance were such poems as "Oh, Lovely 
Rock," by Robinson Jeffers, which evoked an awareness of the consciousness in nature 
separate from our human consciousness. I felt challenged to try and convey this double 
consciousness and the sense of extraordinary moments of encounter within my own work. 
The nature writing of contemporary poet Todd Davis in Ripe: Poems deepened my 
attention to the sound ofa poem, one of the characteristics of the "seeing" tradition. Ripe 
also focused my attention on subtle poetic devices which bring sophistication and maturity to 
the presentation of a poem. During the process of revising this manuscript I was fortunate to 
have Dr. Todd Davis as my major professor. While his nature poems in Ripe had much of 
the expressive grace, simplicity, and expressiveness that I enjoyed in the Asian poets, which 
supported well the direction I was taking in my own poetry, the subtlety and sophistication of 
his poetry also became an important influence on my writing. During the revision process, 
both in working with Dr. Davis and in reading Ripe, I became much more aware of subtle 
poetic concerns for the sounds of words, the cadence of lines, and the interaction between 
and among words within a poem based on their placement within and at the end of lines. The 
revision process also heightened my sensitivity to the complex interplay between images 
within a poem, the impact that the grammatical structuring of phrases and sentences can have 
on how clearly the reader may understand your intention, the function of the stanza, the 
importance of spacing on the page, and the subtle changes that word choices will make on 
how well a line will flow. I began to make word choices, for instance, more frequently on 
the basis of the sound of the word and its stress pattern. I started looking up syllable accents 
in the dictionary, and I would check other words in the poem for potential assonance, 
consonance, and alliteration. The onomatopoetic qualities of words became more important 
to me. In addition,. I started using image clusters within poems to add richness. Ripe 
presented me not only with contemporary nature poems but also with extremely well crafted 
poems. Reading Ripe reinforced the guidance Dr. Davis was giving me on my manuscript. 
A first book by Olena Kalytiak Davis, And Her Soul Out of Nothing, also influenced 
my language use in these revisions. This recent book opened up my conception of language 
usage and metaphor in a poem. Davis is particularly inventive in her use of metaphor, and 
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reading her led me to play more with word choice. While I couldn't begin to incorporate the 
richness of her voice, I did enjoy coming up with a few inventive word choices, such as 
changing the nouns of "ribbon" and "companion" into verbs. 
Having reviewed the content, themes, and influences on this poetry thesis, I would 
like to reflect briefly on the strengths and weaknesses of the poems. I believe that two major 
strengths of the poems are their use of effective imagery and the sparse transparent use of 
language. Words are carefully chosen. The language has precision and clarity. The imagery 
is strong. I also wanted to write poetry that was accessible and beautiful, and I hope that for 
the most part that was accomplished. The very strength of this style, however, can become a 
weakness when looking at my overall skill as a poet. There are some poems, for instance, 
whose purpose cannot be accomplished well within this lyrical style. When I attempt to 
write them, I end up floundering. I need to expand my repertory to have more flexibility 
based on what form would most effectively fulfill the objective of a poem. In addition to 
developing more flexibility in my style, there are a number of craft aspects to poetry which I 
would like to strengthen. I feel strongly the need to continue to develop my skills as a poet. 
I would like to become more aware, for instance, of how a poem is going to be received by 
an audience, and more aware of the feeling and the tone that a poem is conveying to a reader. 
I would like to strengthen my facility for working with different length stanzas and knowing 
which form will work best with a particular poem. I also want to develop my sensitivity to 
the voice within a poem so as not to work at cross purposes to that voice with either my 
choice ofform and/or language choices. I want to strengthen my attention to sound and 
cadence within a poem and to continue to develop the sensitivity to make language choices 
which enhance the flow of a poem. While my use of imagery is strong, I still want to 
strengthen my use of images, metaphors, and sensory details within a poem, developing in 
particular a stronger grasp of the effective use of image clusters. I also want to continue to 
develop my sensitivity to how the words within a poem interact and affect each other, 
especially around commas, periods, and line breaks. I feel that I am a long way from writing 
the sophisticated and expressive poetry that I would like to be able to write. My own 
problem poems continue to challenge me and to reveal my limitations. Many poems did not 
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make it into this thesis, for instance, because I didn't yet have the skills to meet the particular 
challenges they posed. 
In writing and revising this manuscript, however, my respect for my own creative 
imagination has grown. As I strengthen my skills as a poet, I also want to continue to 
nourish my creative imagination and to develop my own vision and voice as a poet. 
II 
Chapter 1 
Undertow 
Crescent 
moon floats 
on a current 
of winter trees 
sinks 
into the forest 
white pearl 
nestled 
in a wooden frame 
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Leda's Crane 
White crane alights 
on a green elm. 
I climb low limbs 
in pursuit 
startle the bird 
to flight 
descend. The crane 
returns. 
Wiser, I wait, 
still, rooting. Wings 
blossom, embrace 
the current 
regal drift 
to ground 
timorous step 
towards me. 
I silence my breath, 
watch sunlight 
rustle through branches, 
shadows sift to earth. 
The crane approaches, 
brushes 
his long neck 
against my neck 
companions his body 
next to mine. 
I settle 
my hand across his back 
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fingertips caress wild 
feathers 
as we stand 
entwined. 
Woman with her arm 
around a crane. 
Crane with his head 
against her cheek. 
14 
Swift Walk in a Winter Wind 
November leaves cling 
stubborn to branch, 
row of chickadee backs 
to the chill. Sudden gust 
aspen leaf tom loose, 
falls-slow adagio-
towards the ground 
before us. Wind 
catches my body mid-step, 
I brush against you, 
last leaf of autumn 
finds its earth. 
15 
Reticence 
Woven from slender tree limbs 
and applique clusters of night dark leaves, 
a coarse lace veils the autumn moon 
as ifa woman's hand had parted the curtain 
enough to see, enough to remain unseen. 
16 
Disclosure 
February crocus in the snow, 
curve of his cheek across the room. 
I tum my gaze, sip 
unexpected out-of-season spring. 
Wild egret feathers brush my lips. 
Beneath his voice, nocturne 
on the violin. Revery 
interrupted. Glance 
returned. Tall gray-haired man 
unfolds from the chair, approaches. 
His face, composed as a sonata. 
Mine, a crimson hibiscus. 
17 
18 
Beach 
Shore gray stones sewn in button rows onto the sky. 
Moon's tender feet, light step ofa young girl, 
the days ahead stretching like the infinite horizon. 
When Love Comes Like a Daughter 
Moon-faced baby girl 
crawls in her yellow jumpsuit. 
You lie on the floor 
oblivious to her approach. 
She finds you, takes one 
impossible leap, lands 
on your chest, certain 
of her safety. She clings 
to your neck 
collar of sweet limbs, 
your long fingers 
laced across her back. 
19 
Visitor 
She enters a foreign territory 
of lathe and plane, clamp and drill, 
envious of the hours they enjoy 
his presence, lumber seasoning 
in the back. He introduces 
honored sons: dial saw, 
jigsaw, belt sander, scroll saw, whetstone. 
Her hands--brown swallows 
on unfamiliar branches. 
From a row of sisters on the wall 
he lifts a circular blade, fits 
it to his table saw, fresh cut 
pine scent hangs mid-air, 
pile of chips from a woodsman's 
ax, secret locked in grain. 
Her fingertips trace a table's 
edge, thick oak, scrolled, fine detail. 
He watches, surface sanded 
and resanded, polished layer 
by slow layer in silent 
soliloquy. Haw many hours 
alone, she wonders, 
while later he remembers touch 
of fingertips exploring new borders. 
20 
21 
My radiance 
luminous moon cannot pierce the night clouds-
invisible to you 
Cloak 
Each day I cloak my emotions 
as ifl don the chador, hood 
covered forehead, face 
veiled. Hands submerged in dark 
folds falling to the floor. Only eyes 
exposed. Within the crowd, I move 
silent. Forbidden words 
burn my tongue. Forbidden touch 
restrained. Forbidden to reveal 
with tone or glance, impossible 
to meet alone. With censured eyes, 
I watch the rise and fall 
of your breathing. Today 
when I returned, removed 
the chador. a thousand portraits 
of you lined the inside-
one for each breath 
you took in my presence. 
22 
Evening mist 
gathers in hollows 
of night sky, obscures 
the moon-luminous moth 
behind translucent lantern paper. 
23 
March Encounters 
March wood, silent, 
unseasonably warm. Mist 
clings to our skin 
as he guides me over 
the unpaved trail 
beneath black branches-
lace against gray sky. 
From nearby brush, 
a solitary quail 
rises into the mist. Wings moist. 
The woodsman beside me 
draws in his breath, 
surprised as the quail. 
Haven't seen one oj those 
in ten years, he says. 
But I remember 
another March, only a year before. 
No warning that day either. No warning 
when 1 turned into his gaze 
like a plump brown quail 
and prairie grasses parted around my nest. 
24 
Recognition 
I thought I knew your face, 
the plain face of a friend, 
the same face each time I saw you 
but now I no longer know 
how you look, your features 
changeable as Monet' s cathedral 
at Rouen, painted over the patient months 
from first kiss of sunlight 
to long shadow of dusk. Always 
the same cathedral, never 
the same cathedral. Radiant 
facade, transformed by season 
light and time, like your face 
wedded to feeling. With each impression 
I long to ask, 
What are you thinking? 
What are you feeling? 
Face of the beloved, face 
contemplated by my heart, plain 
as the haystacks painted at Givemy. 
25 
26 
River Stone 
Whistle of sand between earth 
bank and creek bed. We left our shoes, pair 
of brown hiking boots beside dusty sneakers. 
July hot on shoulders. Our feet 
welcomed creek water chill. 
Minnows led us upstream, quarter notes 
singing around our steps, limestone cliff 
to our left, walnut and oak 
to our right. Creek sand 
glissando beneath our toes. 
When pebbles began their staccato, 
we watched our footing, spotted 
for rocks, found feldspar, gypsum, 
quartz and tourmaline. Then 
a geode, water-dark, half-
buried. You lifted the whole note 
from its measure, bellowed 
it open between granite and diorite, 
rinsed off ash dust in creek water, 
and handed me a cup of river 
stone. Water-smoothed 
surface still deep gray 
rough, weight rested 
heavy in my palm. Interior 
fired in an alchemist's 
kiln the pale sky 
blue of your iris. Still-calm 
water within cloud-crossed. As I gaze, submerged 
continents, oceans 
in miniature 
rotate to tides. Gentle waves 
begin a pianissimo beat 
against a fading brim. I search 
for geode's floor, but the further my glance 
penetrates, the further the bottom 
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recedes. 
28 
You Sat on the Edge or the Table with the Smile 
Ora Young Boy Who Has Found a Silver Dollar 
Mid-sentence, I reach out my hand, 
stroke from your shoulder 
down to the recess 
beside your inner elbow, discover 
the curve at the top 
of your forearm, make 
the tapered descent to wrist, 
fingertips surprised at the firm 
hard length under the shirt sleeve, 
until I remember the woodsman's 
ax by the woodpile. 
Cock's Walk 
Crow 
Beloved 
Crow 
all you want 
Crow 
to the barnyard 
a desirable woman is pursuing you 
Crow 
red cockscomb quivering 
Crow 
in vanity 
delightful male vanity 
Crow 
my gray-haired bantam 
Crow 
for you are chosen 
You 
above all others 
29 
Final Meeting 
I sat before you 
inarticulate 
a lotus flower 
on a pond 
shimmering 
30 
31 
Chapter 2 
Edge of Nonbeing 
shed of leaves 
impaled 
on the sinking boughs 
withers 
32 
ash gray branches 
. blunt tips 
pomt earthward 
empty of milk 
an adder's hiss 
winter dry 
crescent moon 
near my foot 
everything I touch 
Black Onyx 
1. 
She chose black onyx 
earrings, ovals 
surrounded by diamonds 
a matching pendant 
around her neck-
lover's gift for a lover's visit. 
II. 
Moonrise enters her garden, 
she waits by a sliding screen. 
Fingertips stroke the onyx surface-
raven wings black door black ice 
blind depths thunder clouds 
III. 
Moonset on a lover's 
absence. Nothing left-
but abyss 
memories sharp 
as diamonds to shred 
the empty night. 
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Departure 
My hands fashion a cup 
of red clay, fire it in the forge 
of my heart-gift for a lover's 
journey. Tears fill the hollow 
well-black diamonds black pearls 
black ashes and ice 
drops of belladonna. 
Finished, I lift the rim 
to my lips and drink. 
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Thunder Clouds Crust the Sky 
Moon luster 
traces the line 
ofa reptile 
spine through 
the charcoal 
clouds. Lizard 
legs splayed 
across sky. 
White eye 
between black lids-
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lizard eye salamander eye scorpion eye ominous eye 
Eve of Absence 
A tidal wave approaches, 
a door slams shut. 
Thousands of miles 
to come between us, 
no scream will survive 
the distance. Your absence-
a desert planet in perpetual winter, 
prisoners the only inhabitants, 
dying from slow exposure. 
No warm hand to touch them. 
My eyes bereft of you-
sentence for a lifetime. 
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Requiem 
You have given me 
a bouquet of sorrows. 
Dark petals open, 
a wound that never heals. 
I dream in the night, your arms 
surround me. I wake to mourning. 
Down the throat of the Easter lily, 
perpetual resurrection of sorrow. 
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Black silk 
ribbons across the curve of her body, 
the moon wears her sorrow tonight. 
38 
Spring rain 
strands of blue 
silk, edges 
torn, gathered 
by my hand 
into 
a chrysanthemum 
your absence, a flower 
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Search 
Piebald sky. Pieces of a night puzzle 
lie ready to be assembled. 
Cloud borders lit a snow goose gray. 
Wandering moon disappears 
to look for her lover, returns 
from each journey still alone. 
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In the Room Where We First Met 
Your absence lies in the sunlight 
on the window ledge, stretches, yawns, 
curls up in your chair, nose tip to tail 
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grows fat on my memories. With four paws 
it pads to my desk, sits on the book 
I am reading. Won't budge. In the center 
of the room where we first met, 
your absence greets me, waits for me 
in the hollow of the night. 
Midnight Walk 
A single lantern 
lights the underside 
of trees. Shy moon 
slips into the sky river 
between the hickories, 
sinks to the slow 
measure of my soles 
on the abandoned path. 
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Longing 
Rowboat tied to the summer dock, 
wide-hipped and riderless. 
Afternoon wave swell. 
Woodpecker knock of hull against mooring. 
Empty lake. 
Taut rope-my thoughts tethered to you. 
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Rift 
sound of river 
murmur, memory 
of his voice 
music once more 
from the time 
when stars 
streamed from 
her fingertips 
in ribbons 
of night 
and she stepped 
from her skin 
as if leaving 
behind the trunk 
ofa tree 
44 
Companion 
winter moon-lantern weaves 
behind the black branches 
we travel together 
barren lattice between us 
soft tock of my footsteps 
on the frozen path 
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46 
Anniversary 
Today is the anniversary of our parting 
and I long in sorrow 
for you who will never return 
-/se Tayu 
translated by Rexroth and Atsllmi 
One year ago, your touch 
on my arm, nngmg 
through my body-
a bell. 
Today I walk beside 
the flowering plum 
with a friend 
who is not you 
who is not you. 
Your absence 
resounds. 
Only your hand 
could still this sorrow. 
Remembrance 
One year now since our smiles 
sang to each other. 
Why did you discipline your eyes 
when once they wandered free to mine? 
In the middle of the night I lie awake, 
a black iris blooms weeps. 
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Lament 
Late night rain on water's 
still surface, ripples invisible 
in the starless dark-
now I have no one 
to open my heart to. 
48 
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Chapter 3 
Moon-pistil 
Calyx of cloud petals in a twilight sky, 
ebony edges dissolve ragged into the gray, 
center a trumpet well of bottomless dark. 
Moon lips drink the nectar of nightfall. 
Edge of the full moon advances 
over the inky liqueur. White snail 
light climbs the empty pith. Luminous shell, 
sliver of ostrich egg, luster of seed 
pearl fills the hollow core. Ivory 
phosphorescence in her black corolla. 
so 
Invitation 
The moon drinks Brazilian coffee, 
sits at an outdoor cafe, white magnolia 
behind one ear, warm breeze 
stirs her amber scarf, Bizet's Carmen 
pours from a radio. Taffeta 
skirt the color of coffee beans 
slips toward lap, reveals 
circle of espresso ripples 
around her thigh. She sips open her knees. 
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Ode to a Blue Shirt 
blue Tahitian dawn 
parakeet blue 
sweet candy 
blue 
under your red hair 
under your red beard 
blue shirt 
worn only once 
a pity 
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Ode to a Green Coat 
Snowflakes on your red hair. 
Snowflakes on your collar. 
Olive green coat. Tailored. 
Your broad shoulders. 
Reminds me of the Greek sun 
on Van Gogh's olive trees 
paint layered on the twisted trunks, 
leaves yearning for the yellow light. 
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Supplicant 
mist of incense 
rises 
sheer chasuble lit 
by half moon's 
light 
empty chalice 
votive ark 
yearns 
for the other 
half 
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Sacrifice 
Shower of apple blossoms 
before a late spring wind. 
Eve of the feast of ancestors. 
Footsteps carry them to the grave 
of her infant son. Friend touches 
her shoulder, offers a look of condolence. 
In her eyes, he sees tears 
as numerous as raven feathers 
on a flock of a thousand birds. 
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Footsteps of the Buddha 
Who knows that in the depth qf the ravine 
of the mountain of my hidden heart 
afirefly of my love is aflame. 
-A butsll-Ni 
translated by Rexroth and Atsilmi 
I meant only to pass the brie, 
silver foil fragile in the cup 
of my hand, edges 
worn translucent. You 
took not the wrapper 
but the back of my hand 
as if encricling an ornament 
spun of the thinnest glass. 
Our touch 
moonlight on weaving water, 
feather tip brush of a heron's flight, 
Buddha's breath on a candle flame. 
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Mona Lisa 
I thought there could be 
No more love left anywhere. 
Whence then is come this love, 
That has caught me now 
And holds me ill its grasp? 
-Princess Hirokawa 
The Nippon Gakujutsll Shinkokai Translation of The 
Manyoshu 
Her eyes would skim his face-
delicate steps of a water spider without wake 
or trace on meadow pond. 
Fawn leaps for green shadows 
as he turns his gaze, glances like gifts-
a book of poetry, a red rose, 
a mountain flower. Heart over trembling legs 
she waits, trill of flute notes. Her smile 
deepens, floats before him as if in a frame, 
enfolds like a woman's arms. His glances now-
a moth around the porch light, 
a hummingbird by the honeysuckle. 
Waiting 
silver threads in her kimono 
shimmer in the moonlight 
she remembers a touch 
light as lantern reflections 
weaving on the water 
the rise and fall 
of a lover's breath 
beside her 
a body sealed 
to all other hands 
only the cicadas 
cry in her garden 
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Full moon 
shoulders bare beside Venus, wears 
her evening jewel, enjoys 
the breath of her own beauty. 
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Christmas moon 
descends behind 
the green pine 
arabesque 
of candle lights 
60 
61 
Wings 
Here winged thoughts may pour freely forth in words. 
-The Richard Wilhelm Translatioll Of The I Ching 
The lines of my poems 
rise as white doves, torn 
scraps of paper 
in their beaks, edges 
ragged. 
May they find 
your forest and land 
in the territory 
before your eyes. 
Every month the moon swallows itself 
Every day the things my woman's hands 
do come undone. Each meal cooked, eaten. 
The morning bed made, unmade. 
One dish washed, two more 
follow. Yellow shirt laundered 
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and ironed until thin. My daughter's black hair 
braided, unbraided. Baby bathed and bathed 
again. Even in dreams, I sweep. 
What a pleasure to make something 
that lasts. A house. A poem. A field-
harvested but once a year, 
baskets overflowing with corn. 
Yet if things did not come undone, 
would I taste sweet peppers 
only once, smell an orchid 
only once, swing the baby to my hip, 
see the sunlight in my daughter's hair, 
hear your footsteps coming to our bed 
only once in the dark night? 
Ars Poetica 
1 
I awake on my poem, 
raft on the breathing ocean. 
I cannot translate the words. 
11 
Raft on the breathing ocean-
my poem. I ride over depths 
I cannot translate. 
1ll 
Raft on the breathing ocean-my poem. 
I ride over depths beneath words. 
lV 
My poem, a raft on the breathing ocean-
I wake on my words, sleep 
in a silence I cannot translate. 
v 
Breathing ocean-my poem, a raft. 
I wake on my words, sleep 
over fathoms I cannot translate. 
Vl 
Breathing ocean-I ride on my poem, 
a raft, listen to the ocean's breath. 
Vll 
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I dream in the silence of the breathing ocean, 
rocked by the rise and fall of the waves, 
sleep wordless on the raft of my poem. 
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SECTION 2: 
PROFESSIONAL COMMUNICATION 
DOCUMENTS FOR TRIBES. A HIPHOPERA 
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Chapter 4: Iowa Arts Council Grant 
Introduction and Narrative 
The second part of my master's thesis consists of a client project within the field of 
professional communication. For this project I wrote up a grant to the Iowa Arts Council in 
collaboration with Valerie Williams, artistic director and choreographer for Valerie Williams 
Co'Motion Dance Theater, produced a press release for the concert, and conducted an 
interview with Valerie Williams and Janice Baker about their collaboration in iproducing the 
concert. This chapter deals with the Organization Project Grant written for the lAC. The 
grant was for $5,000 towards the cost of producing a dance concert in November, 2003. 
Co'Motion Dance Theater is a professional modem dance company based in Ames, Iowa. 
They were founded over twenty years ago and perform a regular concert season in Ames. 
They also tour throughout the Midwest giving performances and educational residencies. 
Valerie Williams is a rostered artist with the Iowa Arts Council and Co'Motion Dance 
Theater is a rostered arts organization with the lAC. This particular grant was for funding a 
concert called Tribes. A HipHOpera which planned to involve professional dancers, amateur 
dancers from the community, and youth from community based youth groups. The concert 
would innovatively integrate text, video, and dance. 
I approached Valerie Williams in February, 2003, about the possibility of writing an 
arts related grant for her organization. I was especially interested in writing up a grant for a 
performance in which text would be integrated with dance movement. Ms. Williams 
indicated that she was in the initial planning stages of a concert for fall, 2003, which would 
integrate text and dance. She expressed interest in collaborating with me on a grant and 
suggested the Iowa Arts Council as a possible funding source. She also explained that the 
deadline for any lAC project grant would be April 1 st, only two months away. After she 
agreed to have me take on her upcoming concert as a grant writing project, I learned that she 
would be in Portugal for the entire time. I wondered out-loud how we would be able to work 
on a grant together, and she simply gave me her email address. 
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The actual writing of the grant went through several stages. The process began with a 
review of the on-line grant application from the lAC, a review of the lAC Basic Grallt 
Writing Tips, and a review of the lAC description of the characteristics of a successful lAC 
grant. The funding priorities of the lAC as well as the Imagine Iowa 2010 goals were also 
reviewed in preparation for planning the grant. Based on this information, I then prepared 
and emailed a series of questions to Ms. Williams and her staff member, Susan J. These 
questions focused on issues pertaining to the funding priorities of the lAC, the budget of 
Tribes. A HipHOpera, and the narrative section of the application. Based on their responses, 
I then wrote a first draft of the narrative section of the grant application. Ms. Williams 
prepared the initial budget. This first rough draft was quite extensive, and while it did 
answer all of the concerns of the lAC, it was significantly over the four page limit the lAC 
set for the narrative section. In response, Ms. Williams edited, pruned and rewrote the 
document down to a four page format which also reflected the way she wished her 
organization to be represented. She emailed her rewrite to me along with a final budget and a 
copy of her resume to include as an attachment to the grant. I then did some further revision 
on her document, making certain that all the required narrative sections were included. I also 
formatted the document to be consistent throughout. 
Part of writing this grant also involved obtaining additional information and 
supporting materials. As a variety of community organizations were planned as participants, 
it became important to give the qualifications of those organizations that would be providing 
amateur participants in the concert. I contacted the Boys and Girls Club of Ames and Youth 
and Shelter Services in Ames to obtain information on numbers served, services provided, 
mission statements, and area served. I also contact the Hip Hop Club at Iowa State for 
information of their organization. From Susan 1. I was able to get biographical information 
and the qualifications of three professionals who would be involved in the performance. She 
also provided information on Kids Co'Motion, a children's dance group that would be 
participating. From this information, I then wrote up short bios of the participating 
organizations. Additionally, I contacted Janice Baker of the ISU Dance faculty and was able 
to obtain a letter of support for Ms. Williams' proposal. These materials were then submitted 
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in the support materials section of the grant, along with a full resume detailing Ms. Williams 
qualifications. 
The documents included in this thesis reflect grant writing as a process. This thesis 
contains the original interview schedule, the first complete rough draft of the narrative 
section which I wrote based on the responses to the interview, and the final grant document. 
These first two documents are included in their full authenticity with the understanding that 
they were written to be working documents and not examples of final polished writing. 
The course, Engl 509: Writing Proposals and Grant Applications, was instrumental in 
completing this grant. A number of strategies and concepts from the course were applied in 
the grant writing process. Reviewing the agencies ''Lessons Learned" was strongly advised 
by Dr. Freed, and the agency's concerns or "hot spots" were then addressed throughout the 
document. I also found the generic structure of a proposal and the ''baseline logic" to be very 
appropriate in planning this grant. The slots to the generic structure of a proposal include: a 
description of the situation, the objectives, the methods, qualifications, cost, and benefits of 
the proposal. In addition, these slots are logically related through the ''baseline logic." The 
baseline logic refers to the way in which the situation, objectives, methods, qualifications, 
cost, and benefits are all logically related and support each other. 
This baseline logic meshed well with the requirements of the lAC. I found the Iowa 
Arts Council to be very up-front about their concerns and desired objectives. They referred 
me to grant writing tips and clearly listed their objectives on the grant application, and they 
asked us to indicate how both the mission of the organization and the objectives of the 
current project matched their own objectives. Once I knew their concerns/objectives, the rest 
of the grant logically followed. Based on my experience in the course, it was my 
understanding that the method should help to fulfill at least some of the goals of the funding 
agency as well as the mission of the dance company, that the qualifications of the participants 
should support their ability to fulfill these goals, that the budget should appropriately address 
the fiscal needs of the project, and that the evaluation of the project should establish whether 
or not the goals were met. Fulfilling these objectives, in turn, would establish the benefits of 
the project. To make sure this baseline logic applied to the lAC grant, I emailed Bruce 
Williams at the lAC. He had been listed on the on-line application as the appropriate contact 
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person for questions. I asked him if the lAC was interested in seeing the evaluation 
component of the grant fallout of the goals and priorities section In other words, did the 
lAC expect the evaluation of the project to determine whether or not selected lAC goals and 
priorities were being met? As the importance of measurable objectives had been stressed in 
the grant writing course, I also asked if they wanted measurable methods of evaluation. Mr. 
Williams replied that, yes, they did want to know how well the Imagine Iowa 2010 goals and 
the goals of the lAC grant program were being met, as well as the stated goals of the dance 
company. As for whether or not we had to have measurable goals, however, he was more 
flexible, and suggested that focus group evaluation and/or surveys would also be appropriate. 
He also suggested that evaluation would be appropriate at the end of both the planning and 
implementation phase, rather than waiting until simply the end to complete an evaluation. He 
was interested in seeing evaluation data which could be used to improve future projects. It 
was clear from this email exchange that the lAC was looking for grants that followed the 
baseline logic of proposals which Dr. Freed had taught in EnglS09. 
The lAC application fonnat detennined the final ordering of the generic structure 
slots. The budget came first in the application. The narrative section of the grant included 
discussions of the objectives, methods, and benefits. A story component was introduced in 
the opening section of the Narrative when they asked for an Applicant Profile. 
The method was introduced under the subheading Project Descriptioll. The objectives were 
discussed under the subheading Goals and Priorities. The method slot was continued under 
the subheadings Partnerships/Participants/Community Involvement and Planning, 
Preparation, Implementation. The benefits were discussed under the subheading, Benefit to 
Participants. The method section was concluded under the subheadings, Unserved and/or 
Underserved Populations and Evaluatioll and Follow-up Activities. The qualifications slot 
had to wait until last. Qualifications were listed in the final Supporting Materials section of 
the grant. 
Due to the space limitations set by the lAC for only a four page narrative, several 
important elements of writing a successful grant did, unfortunately, have to fall by the 
wayside. The repetition of the persuasion-infonnation-persuasion fonnat for each subsection 
of the narrative was simply not possible. We had to stick with just getting out the 
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information. Claim statements as headings also proved to be a luxury in terms of the space 
they took up. Bulleted lists proved to take up too much space. A visual and a Gannt chart, 
which would have made the document look more professional, took up too much space. The 
final evaluation component of the grant also became truncated due partially to space 
limitations and, partially, to what Ms. Williams was willing to commit to. The four-page 
limit of the narrative section on a "real world" grant proved very constraining. 
Writing the grant, also, taught me some lessons about working collaboratively on a 
written draft. I learned, first, that it was possible to effectively collaborate with someone in 
Europe. We were able to send emailed questions and drafts to each other and to receive a 
response within a timely fashion. While I would have preferred the opportunity to have face-
to-face discussions, particularly in the beginning stages, the use of email required greater 
thoroughness in planning the questions that I needed to address. Discussions of sentence by 
sentence and paragraph by paragraph revisions, however, would have been difficult, and we 
simply sent each other whole draft revisions Second, the experience reaffirmed for me the 
value of working with two or more people on a project. Valerie was able to handle the budget 
ably, while I was well placed to do the leg work for getting the supporting materials together. 
I also appreciated very much her willingness to respond to my questions and to make 
revisions of my drafts. The document also profited from having more than one final editor. 
Checking over Ms. William's budget calculations, I found that one of the totals didn't add 
up, and I corrected it. Susan 1., the staff member for Dance Co'Motion, also went over the 
final draft carefully and noted additional problems with the budget not falling within the 
specified matching criteria. It was offby less than 1% on one of the items, but it could have 
been enough to disqualify the grant. She responded with a few creative changes that made the 
figures come out within IAC guidelines. This was something that I hadn't thought to check. 
Susan 1. also identified and supplied some missing information for the Applicant Profile 
section of the narrative. In addition, we went over the final grant together with a spelling and 
grammar checker. This experience reaffirmed for me the value of checking and rechecking 
the final draft by at least two people. If one of them has "fresh" eyes, this is even better. 
Collaborating on a document can, however, lead to misunderstandings. This 
collaborative writing experience reaffirmed the value of both seeking clarification and 
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compromise. A major misunderstanding over the type of grant we were applying for 
occurred at the beginning of the process. When Ms. Williams first agreed to work with me, 
she referred me to her staff, Susan 1., for information on looking up the grant guidelines on-
line. Susan 1. referred me to the Public Art Grant program at the lAC website, and I began 
writing up a Public Art Grant. Later Ms. Williams informed me that she was applying for an 
Organization grant. Luckily I didn't need to scrap too much of the work. However, a simple 
email, asking Ms. Williams if the Public Art Grant was indeed the program she wanted to 
apply for, would have saved some time in the grant writing process. More subtle 
misunderstandings appeared based on our different fields of endeavor. Ms. Williams and I, 
for instance, interpreted differently what the lAC meant by ''benefits'' and "evaluation." 
With my training in professional grant writing, I understood benefits to be wide ranging, and 
I gave highest priority to those benefits which fell out of the goals and objectives. Ms. 
Williams gave priority to those benefits her dance company would receive. The final draft 
represented a compromise. A similar misunderstanding occurred with regard to evaluation. 
As a professional dancer, Ms. Williams interpreted "evaluation" as referring mainly to art 
criticism. The final revision of the collaborative document did not contain measurable 
objectives that could be evaluated to determine how well the funding agencies goals were 
being met. Elaborate plans for evaluation did not make it past the client, and non-artistic 
evaluation became pruned back to a single audience survey. Successful collaborative writing 
efforts require both seeking clarifications and compromise. 
Unfortunately we learned in September that our grant application was not funded 
by the Iowa Arts Council. A follow up inquiry to Bruce Williams at the lAC about those 
grants which were funded gave us some basic statistics and a listing of each grant which did 
receive funding according to the applying organization, the type of grant they had applied 
for, and a brief description of the project. According the Mr. William's email, 
The Iowa Arts Council Grant Panel met May 21,2003 to review 
applications submitted by the April 1, 2003 deadline. Panel members 
included Bill Korf, chair, Iowa Arts Council Board, Iowa City; Kathleen 
Hurley, Des Moines; Deb Jepsen, Clarinda; Edgar East, Waterloo; 
Michael-jon Pease, Des Moines; Oxana Bedore, Spencer. The panel reviewed 
and scored each application on the degree to which it met specific 
review criteria. On June 6, 2003, the lAC board of directors reviewed 
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panel recommendations and approved final funding amounts recommended by 
the lAC executive director. 
Statistical Summary: 
Number of application reviewed: 74 
Total amount requested: $674,262 
Total amount funded: $300,000 
Total number of applications funded: 44 
Average amount requested: $9,112 
Average grant award: $6,818 
Of the 44 applications that were funded, 23 were for Organization Project Grants. Most 
involved outreach and/or serving a broad range of people and involving numerous 
community groups. As this was one of the strengths of our grant, it is difficult to tell from the 
lAC's summary listing of those applications which were funded what could have 
strengthened out grant application. Further information on why our particular grant did not 
get funded was not forthcoming. 
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Text of Pre-writing Planning Document 
Dear Valerie and Susan, 
I have reviewed the Public Art Project Grant Application, the lAC Tips for writing 
the Public Art Project Grant, and the lAC description of Characteristics of a successful public 
art project. I have reviewed the Imagine Iowa 2010 goals, the grant application indicated this 
grant needs to address, and I have reviewed the funding priorities of the Public Art Project 
Grants as listened in their application. 
I have also reviewed the Basic Grant Writing Tips from the lAC workshop--the copy 
that Susan gave to me. And I have read the copy of the previous grant that was written to 
lAC on Ashes to Ashes. 
To write up the grant, it would be helpful to have the following infonnation: 
1. From the tips for Public Art Project Grant Applicants: 
A. Do you have a philosophy or mission statement for this specific project? 
Does it relate to the mission statement for Dance Co'Motion? Does Dance 
Co' Motion have a mission statement? (They "encourage" us to explain our 
mission for the project and how it relates to the applicant's mission.) 
B. Can you list the names and qualifications of the individuals, organizations 
and groups who will be involved in the planning process? 
C. How will artists be compensated for their services and expenses? 
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D. Are any educational activities planned to go along with this project? 
(Is it possible to include a component that is educational? Education in the 
arts is one of the goals of Imagine Iowa, also. And I need to explain 
in the narrative how this project meets some of the goals of Imagine Iowa 
2010. Educational activities are also a priority of the Public Art Project 
Grant.) 
In addition to addressing the above issues in the narrative section, the following are high 
funding priorities for this specific grant. They said we didn't need to meet all the listed 
funding priorities, but we should address those that relate to the project. 
A. Imagine Iowa Goals; 
1. Valerie, I was able to get to the website for Imagine Iowa 2010 
easily by going to go ogle and typing in <Imagine Iowa 2010. The 
listing of their goals came up on the first page, after I clicked on 
the top item. Clicking on the Goals and Objectives section 
I came up with a whole slew of objectives. Some of the goals 
seem to fit the project well, and, if this is the case, should be 
mentioned in the narrative summary. These possibly include 
the goals of: 
a. On Community Development and Cultural Tourism: 
-the project with contribute to the cultural environment 
b. On Cultural Workers as Entrepreneurs 
-the project will employ artists 
c. On Education 
-will contribute to making Iowa a leader in 
cultural education (here's the goal of education again, 
74 
can anything educational be incorporated?) 
d. On Marketing and Audience Development 
-will actively seek out new markets (I just wrote 
that up now. I don't know ifit fits what you have in 
in mind at all. However, one of the upcoming priorities 
is serving underserved populations--and some outreach 
the would be target at populations of elderly and/or 
disabled would strengthrn the grant. Even without this, 
however, it would be helpful to indi~ate something 
that would lead to greater audience development. 
I will try to learn more about the Kuyper Foundation 
early this week, too. For rural populations are considered 
part of the underserved, and if this performance was going 
to be taken into rural Iowa, that wOllld be a seIling point 
for the grant, too. It is sufficient, I believe, to indicate 
that the grant for this is "pending." 
e. On Young Iowans 
Other FundiJ)g priorities 
-project will involve young people, encouraging 
their involvement, engagement and commitment to 
Iowa culture. (Valerie, are you planning on having 
any youth involvement in the performance. This, too, 
would be a seIling point.) 
a. Applicants who haven't received an lAC grant during the current or 
previous fiscal year. (Valerie, I believe you would fall into this 
category.) 
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b. The creation of significant new public art or public art projects exploring 
new approaches and directions. 
-Valerie. I don't think this one applies to our grant. I believe they are 
referring to innovative approaches to what is more typically considered 
a public art project that involves the collaboration of diverse community 
members and organizations in bringing a piece of public art to a 
community (a permanent piece.) However, you may have a better 
understanding of what this means. And if your project fits the priority in 
some way, please let me know. The more priorities of the funding agency 
we can tap into,the better. (Especially since I think this project is 
probably weak in terms of what they are actually looking for. Long 
standing collaborative efforts between government, organizations, 
community members--to plan and implement projects within their 
community. ) 
c. Projects that utilize the concepts and ideas included in "Characteristics of 
Successful Public Art Projects." 
OK, Valerie. Here's a listing of the Characteristics of Successful 
Public Art Projects. Please let me know if any of them fit what you 
are planning on doing. 
1) Be inclusive by involving broad based representation of the 
community (artists, business and neighborhood groups, cultural 
and ethnic organizations, governmental entities) throughout the 
project--from inception through planning, development, completion, 
dedication, and evaluation.) 
I think this is where you are coming from in considering this 
upcoming performance a work of public art, since you are 
planning on involving people from the community in the 
76 
performance. Can you give me more information on this? 
Have any groups been approached yet? Which ones are "pending?" 
Will they be involved in planning the event at all? 
2) Identify and select artists through a pre-determined process. (Valerie, 
here again, I think they have in mind letting the lAC know the 
criteria a Public Arts Committee, for instance, is going to be 
using in selecting artists. I don't think this applies. But you 
may want to say something about it.) 
3) Adequately compensate artists for their services and expenses 
-You had something nice to say about this in Ashes to 
Ashes grant. Do you want to add anything? I don't think we 
need to mention in the narrative how much they will be paid, 
as this will be int the budget section (which is coming up 
soon in my questions.) 
(By the way, Valerie. Have you noticed that I've already typed 2 1/2 pages just 
of questions of relating the project to the funding priority. By the time we address 
all their issues, how do they expect us to descripbe the planning, implementation, and 
evaluation phases. But I will try to be succinct!) 
4) Seek the highest quality both in design materials. 
-can you make a short statement promoting your 
commitment to excellence? or whatever is the most 
appropriate way of addressing this priority? 
5) Include educational activities throughout the project 
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Here the education one again. 
6) The work contributes to the community's prestige. 
Can you say anything about this one, Valerie? 
7) Reflects its moment in time. 
??? 
d. Activities that include potential earned income 
What is the correct language to use to say that admission will be charged 
to the event? 
e. Activities that clearly benefit Iowans and Iowa artists. 
What would you like to say here? 
f. Activities that benefit or involve special or underserved Iowa 
populations or regions of the state. An underserved population is 
one in which individuals lack access to arts programs due to geography, 
economic conditions, ethnic background, disability, or age. 
-This refers back to my comments about taking the project to 
Pella. Do you think that rural Iowa would represent and 
underserved 
population? Do you think Pella would be considered rural? 
-Would you be interested in including something in the grant 
about targeting advertising/marketing to disabled and elderly 
audiences. They are looking in the grant for some active 
out reach to involve these audiences, rather than simply saying 
that the facilities are handicapped accessible, for instance. 
Publicizing it through the Senior Center, in the newspaper for 
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Iowans that are 55+, might be what they had in mind. There 
may be ways to advertise it to special populations of disabled. 
Do you have any thoughts here? 
g. Activities that reflect cultural diversity. 
-Will your performance do this? 
h. Confirmation of key partners and participants 
-Has anyone agreed yet to be part of it? If they haven't, it 
will still be helpful to write into the narrative section who you 
plan on approaching, and the criteria you are using for 
selecting them. 
1. Collaborations and partnerships 
-Here, again, I think they're looking for collaborations 
and partnerships as described in the earlier criteria 
about involving the community in the planning, etc. 
But collaborating with groups to put on performance 
would, I think, still be strong here. 
J. Innovative concepts and methods 
-I think this is where the grant would address specifically artistic 
issues, such as the integration of text and dance. Do you 
have anything you could share with me on what you are planning 
for the performance in this regard. You would have a better 
understanding of what is considered "innovative" by the lAC 
in the arts than I would. 
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OK. That covers all my questions about how this project would address the funding priorities 
of the lAC Public Art Project grant. 
Now on to the tough questions about budgeting. 
According to the description of the grant. They will fund "Temporary Public Art Projects." 
Grant funds will cover "Iowa artist fees and expenses, artist materials and supplies, public 
meetings and forums, and documentation of the project." 
You can request up to $15,000. How much would you like to request? 
You cannot request more than 50% of the total expenses of the project. 
We also have to address in the budget section how you will match the amount 
that you request. You must match up to 75% of the requested amount with "cash income." 
Salaries to staff can be considered part of "cash." Any provided "items or services" by 
Dance Co'Motion can also be counted as part of the cash match. Any 
"administrative and artistic salaries (only the percentage used for this project) can also be 
part of the match, but thee cannot constitute more than 50% of the total match. 
Up to 25% of the match can be in-kind services and donations to the project that OTHERS 
make to the project. You apparently can't include in-kind donations from the applicant 
organization. 
Example (from their web site): If the total project cost is $10,000, th~ applicant may request 
up to $5,000. The cash match must be at least $3,750; up to $2,500 of the cash match may 
come from a percentage of the salaries committed to the project. The in-kind match may be 
no more than $1,250. 
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A break from budget questions for a while. A few questions about filling our the Applicant 
Information Section of the Grant. 
1. Beginning and Ending Dates of this project. This would include the "span of time to plan, 
execute, and close out the grant activity. These date will have to occur within July 1, 2003 
and June 30, 2004. What would you like to put here? You will need to extend the date past 
the time of the actual performances, because some project evaluation and final reporting 
needs to be done to "close" the "grant activity." 
2. Project Summary. 50 words or fewer. I'd be happy, Valerie, to write the project 
summary, if you wanted to provide me with a listing of what you would like included in the 
summary, to most fairly represent it. Our you might want to write the project summary 
and email it to me. It needs to be written in third person. 
Now. Back to BUDGET questions. 
The first step; I think, is to prepare the "supplemental budget page that itemizes your 
expenses." So I think it would be easiest to make an itemized budget. These don't have to 
be cast in stone. The grant application says tht you need to identify all "anticipated expenses. 
The expenses have to be incurred during the beginning and ending dates you've mentioned. 
(Those dates may want to be quite long. They can include all the planning time for the 
project/ ) 
I noticed that on the Ashes to Ashes grant proposal you included in your separate page 
itemized budget such items as 
Personnel: 
Dancers ( ... wkds x 5 dmcrs x 300_ 
Manager 
Choreographer 
Outside Fees and Services 
Videographer 
Lighting Design 
Programmer 
Composer 
Marketing - printing, postage, media 
Travel 
Then you had in-kind contributions 
Rehearsal Space 
Photography 
Marketing Design 
VRAC 
Then you had 
Revenue: 
admissions 
contracted services 
other revenue 
support: corporate, foundation, govt. 
indiv 
spring Grant 
applicant cash 
lAC grant 
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Then you summarized into Total Case Income 
A. Total Cash Expenses 
B. Total Cash Income 
C. lAC Grant Request 
(Note. I will try to contact the Kuyper Foundation by phone this week, and find out 
how much we might apply for from them. A "pending" amount should still be included. 
Some other possible budget expenses listed from the grant writing course I took this past fall 
could include: 
Direct Costs: Personnel 
Salaries 
(Note: if you include salaries, then we need to "specify the names of 
the individuals ,their title and/or role in the project, number of hours 
devoted to the grant activity, and hourly salary/fee." 
project evaluation 
fringe benefits 
payroll taxes 
Direct Costs: Non-Personnel 
Advertising/Marketing 
copymg 
postage/delivery 
printing 
computer time 
dues 
Indirect costs: 
msurance 
project administration 
rent 
utilities 
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Once the itemized pending budget is completed, then it is easy to 
figure out the key summary information that is needed for the grant application itself. 
I would need 
Total Cash Income: 
A. Total Applicant Case Expenses (this includes all the expenses you will pay in cash. 
This includes cash donatoins (including applicant employee salaries) that the 
applicant provides, and grants and revenues that the applicant expects to 
or has received for the project (Not lAC). 
B. Total Applicant In-Kind expenses 
-You have to identify the sources of these in-kind donations on the itemized 
budget sheet. The total, again, for this column can't be more than 25% of your 
match. 
C. lAC Grant Request 
This column has to match A plus B above. Can't be more than $15,000. 
D. Total pxpenses. Add A, B, and C. 
After filling out the easy past on the application of the ''Expense Column Totals," 
then we have to move on to a slightly more detailed section, but apparently not as detailed as 
the itemized budget we also have to include. 
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It might be helpful here, Valerie, if you looked up the lAC website 
<www.iowaartscouncil.orgiforms/AccesslBudget.htm> and went to the budget proposal 
section of the Grant application form. Seeing it laid out on the page will make it clearer than 
what I might write. It also mentions, again, that I need to list the names of each person, 
position or title, hourly salary (or fee) and estimated number of hours devoted to the project. 
This section then goes through the expenses for personnel, but breaking it down into Iowa 
personnel and non-Iowa personnel. They also want to know the number of people employed. 
This, in turn, is broken down into A, applicant cash match; B, applicant in-kind match; C, 
lAC request, and D, total cash expenses. 
Then they ask for outside fees and services, also broken down into Iowa and Non-Iowa. 
then they ask for space rental 
then travel/lodging/meals 
then marketing 
then other expenses 
all of these have to be broken down into columns A, B, C, and D as listed above. (I really 
think it would be easiest for you to help provide me with this information if you looked at the 
copy of the form here. 
Please, also let me know if there are some expenses you need me to try and track down for 
you to fill this out. 
Then next section of the budget ,then is broken down into income categories. This is all 
"estimated" income. 
8S 
a. Admissions 
b. Contracted Services 
c. Other Revenue 
d. Other Support 
-They will want you here to be able to list specific sources. 
They give a number of suggestions as to sources of other support. I'm 
going to try to contact Target and the Kuyprr foundation. I believe this is 
where possible "estimated' income from them would go. Although the Kuyper 
foundation may not give any funding for the event in Ames. 
Question: Would you want to write up this grant to include the performance 
in Pella or just a performance{ s) in Ames? 
e. Grant Recipient Cash 
(They stipulate that no more than 25% of the applicant's cash here can be 
in the form of employee salaries.) 
QUESTION: 
This brings us down to the signature of the legal authorizing official of the Grant applicant. I 
notice, Valerie, that 0 nthe Ashes to Ashes grant, you signed in this section. 
Are you going to be back in time to sign this grant? If you are not back in time, can Susan 
sign in your place? If you're back even on the 31st, we can still mail it overnight express, I 
believe. 
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Now I'm up to questions on Narrative section. 
We need to answer the following narrative questions, and in the order they are listed. 
1. Organization applicants: 
history of the organization 
type of organization and primary discipline areas 
mission statement 
primary service area and constituents you serve 
number of members, etc. 
(Valerie, do you have anything written up about this already that is easily 
available to me in your office here in Ames. This is actually a very important 
section of the grant. I would want to try to write a brief story about your 
organization, Dance Co'Motion. One of the things we learned in the grant 
writing course was to try and put in some kind of a story. Even a brief 
history of your organization would do that. And it would come at the very 
beginning, which would help. If you don't have something like this already 
written that I could refer to, could you send me some pertinent facts. Like when it 
started. How it's grown. How many concerts you put on. The different projects 
you've gotten involved in. any anything else that you think would help make 
an interesting story about Dance Co'Motion. 
2. Project Description 
Summarize the project. Be specific. (who, what, where, when, and Why.) 
-This section also needs to address the question of the "Scope of Project," 
-Valerie. I can write this up for you. But you will need to send me a list 
or some thoughts, etc., the pertinent information I would need to write it 
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up from. 
3. Goals and Priorities 
Describe how your project addresses the goals of the Imagine Iowa 2001 and the 
funding priorities of this grant program. You do not need to meet all the goals and 
funding priorities, only those that relate directly to your project. 
-Valerie. I learned in my grant writing course that this is another extremely 
important part of the grant. Please get back to me on the questions I listed 
at the beginning of this letter. The more of their priorities this application 
can reasonably address, the better. 
4. PartnershipslParticipants/Community Involvement 
Describe all partnerships and primary participants and their role in the project. 
Describe how the community will be involved. 
-Valerie. Again. I can write this section up for you. You probably have 
already thought a lot about what you want to do here. Just a simple 
listing of information will be helpful for me to write it up, and anything else 
you want to send me that you think would be helpful. 
Part of the information that you send me about the community involvement 
that would be especially helpful would be if you could break it down 
into how they will be involved inthe planning phase, the preparation phase, 
and the implementation phase. 
5. Planning, Preparation, Implementation 
Describe what will happen during the planning, preparation and implementation 
phases of the project. Describe what will be accomplished and when. Include 
(or attach) a timeline for the project. 
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-Valerie. This is another extremely important section, I learned in 
my grant writing course. What I would need to do is prepare a Gant 
chart for this section along with the narrative. It appears that the chart 
could be attached. Down the left side of the chart I need to list the 
'Major tasks" to be completed. Across the top, I would go either 
by months, or weeks from the beginning of the project start date 
to the ending date. Which ever seemed more reasonable to you. 
Some of the major tasks might include: (With your experience, you 
would have a better idea of how these could be said.) 
Recruiting and confirming participation by community 
organizations 
Collaborating on performance planning/choreography 
Marketing/advertising to community and 
targeting underserved populations 
RehearsallT echnical rehearsal 
Costuming 
Rural Iowa performance 
Evaluation 
You don't want more than 6 or 7 major tasks on the Gant chart 
itself. Categories can be combined/collapsed. 
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5. Benefit to Participants 
Demonstrate how the project will benefit participants and/or target audience. 
-Valerie. Have any thoughts on what could be said here. An easy 
wy to write the benefits section, I learned in the grant writing course, 
is to go back and look at your section on goals and priorities. If each 
of the goals is met, that is a benefit of the project. I know that it 
will sound a little repetitive, but this actually proves to be a strength in 
a grant proposal. 
6. Unserved and/or Underserved populations. 
Describe how the project will reach and involve unserved or underserved Iowa 
populations or regions of the state. An unserved or underserved population is one 
in which individuals lack access to arts programs due to geography, economic 
conditions, ethnic background, disability, or age. 
-Valerie, I've mentioned this issue already a number of times. It would 
be helpful if you might list so things you would like to say here. If you 
are thinking of putting it on in Pella, that would be important to say here, I 
believe. (I'll email you more about the Pella option as soon as I know 
more.) I also mentioned the option targeting your marketing to 
elderly and disabled, as they are looking for active outreach to diverse 
populations ("Outreach is an active not a passive activity; do not use 
W~f~s and phrase~ such as tolerance, our doors are open, we welcome all 
cultures. Diversity means sensitivity, outreach, and collaborative 
partnerships. ) 
This might also be an important place to address the issue o( xouth 
90 
involvement, which was an important priority. 
7. Evaluation and Follow-up Activities 
Explain how you will evaluate the project and any follow-up activities that will 
occur after the ending date of the project. 
-Valerie. Would a performance in Pella be a follow-up activity 
after the ending date of the project? Or do you want to include it as 
part of the grant itself? I'll try to get information on this to you as soon as 
possible. 
This, again, is another extremely important part of the grant proposal. 
What they will be looking for here is some evaluation of whether 
the goals and priorities of your project have been met which, in tum, 
should give them concrete information as to whether or not the 
goals and priorities of the lAC are being met. 
They also would like evaluation that is measureable with regard to these 
goals. If, for instance, you have a goal of involving youth in the 
performance, then the objective would become having, say, 10% of 
your performers being young people. Then the way this is evaluated 
is simply evaluating whether the objective was met--or even exceeded. 
If the goal is to engage people in rural Iowa, then an objective might 
be to deliver the performance to an audience( s) of 200 ~ral Iowa 
participants. Then evaluation becomes easy, just taking an audience count 
in Pella, to see if the objective is met. 
If the goal is broader, to contribute to the cultural diversity of central Iowa, 
for instance, then the objective might simply be to provide a high quality 
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artistic dance performance of innovative nature. (You would know 
better how to say this). Then the evaluation simply becomes one of 
whether or not the event took place. 
Once you establish your goals and priorities, these can be translated 
into more specific objectives, which then easily fallout into the 
evaluations. Once you send me your comments on the project 
goals, I email you back some suggested objectives and methods 
of evaluation and see what ones you think would be helpful to 
include in the grant. 
If one of the goals is the last priority they mentioned--"innovative 
concepts and methods," is a goal of your project--this still doesn't 
have to deal with the really thorny issue of evaluating the quality 
of the artistic event. The objective may be something like having 
10% of the performance be text based. And then an explanation 
of why or how this is an innovative approach. 
I'm pretty sure that this is the type of evaluation they have in mind, 
because they have put the following statement in their materials: 
"All Imagine Iowa initiatives will be managed according to the principles of 
accountability which include database decisions, results-orientation, 
continuous improvement, constituent participation, customer focus, 
long-range thinking and collaborative leadership." 
This, at least, is the approach to evaluation which we learned in 
the grant writing course. Evaluation can take a number of forms, 
as well. Summary statistics. A written report. 
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Before I would write up the whole section like this, however, 
I would email the lAC with questions about the evaluation section 
and whether this is what they would want. I would question 
them on what would be appropriate. It would be easiest 
if I could talk with them on the phone, and I will try. But they 
may prefer all email. Which isn't as flexible as a phone conversation. 
I notice that you often include a questionnaire in your programs. Do 
people ever fill these out for you? It certainly would be an excellent way 
of getting some statistics that would be helpful for evaluation purposes. 
I remember, too, that one of the goals from the "Characteristics ofa 
Successful Public Art Project" was to" seek the highest quality in 
design and materials." Any thoughts on how this could be evaluated? 
My social scientific bent suggest a panel of expert raters. Would there 
be even say, five, dancers who will be coming who have some good 
credentials who could rate the perfonnance? They could be invited. 
I think, however, it's pretty much assumed that from your own credentials 
you're going to give the highest quality perfonnance. We have the 
opportunity when talking about the history of the organization in 
answering the very first question in the narrative &ection to highlight 
your qualifications and abilities. 
Which brings me finally to the last of my questions on the section for support materials. 
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QUESTION 
Is Dance Co'Motion currently on the lAC ''Public Art Artists Roster." ? 
Actually, I believe I can check this out at their website. But, if 
Dance Co'Motion isn't on the roster currently then we will need to send 
supplemental material of work samples and bios of artists and performing groups. 
A video would probably be appropriate for dancers. 
Note: Even if Dance Co'Motion is currently on the roster for the "Arts in Education 
Artist Roster," with lAC, but not on the ''Public Art Artists Roster," these support materials 
would need to be sent in. 
If we need to send in work samples and bios, are these easily available in Ames? 
Thanks for bearing with me on all these questions. I would still like to attempt to get a copy 
of this grant in for you by April 1st. But I will understand ifI haven't given you enough time 
to think through what you might want to put in your budget, for instance. 
(But please let me know if you want me to track down any budget items, such as the cost of 
renting the performance space.) 
(Please excuse the typos that you may find. I'm not doing a good job of proofing this now.) 
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Text of the First Draft of the Narrative Section 
Project Title: Tribes. A HipHOpera. 
Summary of Project: Valerie Williams and Co'Motion Dance Theater will create and 
produce a story dance concert integrating several different types of dance and involving 
youth groups, professional dancers, student dancers and student videographers under the 
supervision of a professional videographer. With choreography developed collaboratively by 
Valerie Williams and participants, this concert length dance will follow a story line, contrast 
different movement styles, and integrate text, video, and dance. 
or 
Summary of Project: Valerie Williams and Co'Motion Dance Theater will produce Tribes. A 
HipHOpera, a concert length dance which follows a story line, contrasts movement styles, 
and integrates text, video, and dance. Valerie Williams and a diverse group of participants 
from professional and student dancers to youth groups will collaborate on choreography. 
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Project Narrative 
Applicant Profile: Valerie Williams Co'Motion Dance Theater has been a leading 
professional modern dance company in Iowa for 25 years. 
Valerie Williams Co'Motion Dance Theater was founded in 1978 in response to the 
limited availability of modem dance opportunities outside the university setting in the 
Midwest. This professional modem dance company provides performances and educational 
residencies to communities and schools throughout Iowa and the Midwest, with a regular 
concert season based in Ames, Iowa. The primary missions of Co' Motion Dance include: 
• To bring modem dance performance of a high professional quality to Midwest 
communities . 
• To fulfill a commitment to dance education and exposure by offering classes 
and workshops in phases of modem dance with a strong focus on dance as a 
performing arts, a form of communication and as self-expression. 
Co'Motion Dance has a _member Board of Directors, _ staff, and _ 
(members, dancers?). Valerie Williams is on the Iowa Arts Council's Arts in Education 
Artists Roster and Dance Co'Motion is on their Performing Artists Touring Roster. 
Project Description: Tribes. A HipHOpera is an ambitious and innovative 
professional dance concert involving diverse community groups. 
Valerie Williams and Dance Co'Motion will create and produce HipHOpera in 
collaboration with professional dancers, student dancers, community youth groups, and 
student videographers under the supervision of a professional videographer. Along with 
professional dancers, Janice Baker ofISU Dance, the Hip Hop Dance Club ofISU, Kids' 
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Co'Motion, Boys and Girls Club, Youth and Shelter Services, and Shikaidis Family Martial 
Arts will participate in the creation of this production. Planning for this project will also be 
done by a professional videographer working in conjunction with student videographers. In 
addition, the company manager, Virgil Kleinhesselink as lighting designer, Co'Motion 
Dance Theater Board of Directors, Ames City Auditorium, and Ames Public Access 
Television will participate in the planning. 
HipHOpera will be developed as a community project which fuses a story line with 
music, text, dance and video. The story of HipHOpera will emerge out of discussions among 
the dancers and groups involved and be based on or adapted from an extant text. 
Currently under consideration is Dicken's "A Tale of Two Cities." The concepts of this story 
would adapt well to a dance as they include aspects of suspicion, conflict, distrust of power, 
outrage, continuity, and hopelessness as well as effort to change. Tribes. A HipOpera would 
develop these concepts through dance. This performance will also contrast different 
movement styles, from the mundane to the fantastic. The choreography will be technically 
demanding and artistically developed, combining the expressive movement of modern dance 
with popular dance. This production will be danced by modern dance professionals 
augmented by several local dance groups and youth groups. Because non-professional 
dancers will be involved in the performance, dance education will be provided throughout the 
project. 
Tribes. A HipHOpera will premier at the Ames City Auditorium in Ames, Iowa, 
as the first production of Co' Motion Dance Theater's 2003/04 season. Subsequent follow-up 
performances are projected for other Iowa communities and throughout the Midwest. 
Presentation in interested communities will involve a one to two week residency in the 
community during which non-professional parts of the performance will be taught to local 
community dancers and participating community groups. The Kuyper Foundation in Pella, 
Iowa, has been contacted about possible support for such a residency in Pella. 
Follow-up performances broaden the scope of the service area from Central Iowa to any 
. interested community within the Midwest. Dance sections within the total concert will 
also be available as guest artist spots and for use in other concerts and school assembly 
performances. 
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Tribes. A HipHOpera provides an opportunity for Valerie Williams Co'Motion 
Dance Theater to fulfill its mission of offering professional modem dance performances of 
the highest quality as well as providing quality dance education within Iowa. In fulfilling 
these goals, numerous benefits will occur for both the company and the community. This 
performance will allow Co'Motion Dance to explore new directions in dance, to increase the 
diversity of the company's touring repertoire, to generate more performance opportunities, 
and to present the company choreographer and dancers with new challenges. HipHOpera 
will also increase the audience for dance in Iowa with its built-in appeal of Hip Hop dance 
combined with easily accessible movement and music. Benefits include: 
• Creating employment opportunities for Iowa dancers and stage technicians 
• Enriching the cultural environment of its home community of Ames 
• Building a sense of community through bringing together diverse performing 
groups and community groups 
• Increasing audience size 
• Providing educational opportunities to a large number of participants 
• Introducing more people to modem dance through the accompanying dance 
education. 
Goals and Priorities: The goals and priorities of Tribes. A HipHOpera address the 
goals of Imagine Iowa 2010 and the funding priorities of the Organization 
Project Grant. 
Tribes. HipHOpera addresses many of the goals ofImagine Iowa 2010: 
On Advocacy and Cultural Leadership: Valerie Williams Dance Co'Motion 
Theater has been a leader in providing professional modern dance within Iowa. HipHOpera 
will be an innovative dance performance integrating text with dance and videography, 
providing a model of experimental artistic leadership. 
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On Community Development and Cultural Tourism: The planning and presentation 
HiHOpera will build community through its collaborative nature as well as contributing to 
the cultural attractions and prestige of the communities in which it is perfonned. Residents 
from outlying areas will be attracted into the community for perfonnances enhancing the 
positive perception of the community as an exciting cultural environment. Business will be 
generated for local merchants. The production will also promote a greater interest in the arts. 
On Cultural Workers as Entrepreneurs: This project will create jobs for Iowa dancers, 
designers, collaborating artists, and stage technicians. Valerie Williams has a long history of 
paying professional dancers and artists for their work. In addition to its regular employees, 
Co'Motion Dance Theater's HipHOpera will employ 5 part-time dancers on a seasonal basis. 
The company will also employ a stage manager, lighting designer and 2-3 stage technicians 
for the production, as well as set and construction laborers. This availability of work 
encourages and enables dancers and technicians to remain in the state and to continue to 
share their talent and knowledge with the community and state. Iowa can be a lonely lace for 
professional artists because of its physical isolation. Projects such as these encourage artists 
(dancers, in this case) to look into the state for interesting work, stemming the talent drain 
from Iowa to other states. 
On Education: Education will be an important component of HipHOpera from its inception 
through premier. A modern dance workshop will be offered for people of all ages in 
conjunction with the perfonnance. Outreach educational programs and workshops will be 
available along with educational opportunities for community members and youth 
participants to gain experience in the technical aspects of staging a production and in 
working cooperatively with fellow artists during rehearsals and performances. Participants 
will gain experience in choreography, dance, lighting design, designing a perfonnance space, 
painting, constructing, costume design, etc. along with performance experience. 
On Marketing and Audience Development: Marketing HiHOpera will begin in the 
summer of2003. Radio and print interviews about the 2003/04 season have already 
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mentioned it. The performance will be publicized with a brochure, press releases, radio 
spots, and a promotional video. Sponsors of dance education events will be contacted for 
promotion. Public Access Television will broadcast the showing. Our regular newsletter will 
promote the event. Postcards will be sent to Dance Co'Motion's mailing list as well as the 
member list of Ames Community Arts Council and of other organizations. Underserved 
populations will be targeted from promotional purposes to actively solicit their attendance. 
On Young Iowans: Though the participation ofISU student dancers, Kid's Co'Motion, 
Boys and Girls Club, Youth and Shelter Services, and Family Martial Arts, young Iowans 
will be an important part of HiHOpera. Their commitment and engagement in the arts will be 
increased through their positive participation. 
Tribes. A HipHOpera also addresses the funding priorities of the Iowa Arts Council 
Organization Grant Program. 
Applicants who have not receive Iowa Arts Council grants during the 
current or previous fiscal year.: Neither Valerie Williams nor Dance Co'Motion 
have received grants during the current or previous fiscal year. 
New projects: HipHOpera will be a new project for Dance Co'Motion and 
the Ames community. Additionally, it is an innovative and experimental dance piece that will 
expand the conception of dance theater for professional dancers as well as audience. 
Activities that include potential earned income: Admission will be charged for 
the performance. Parts of the performance will also remain in repertory to be performed 
agam. 
Activities that clearly benefit Iowans and Iowa artists: This performance will be made by 
Iowans for Iowans. In addition, it will provide performance, educational, and networking 
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opportunities for Iowa artists along with employment opportunities. This performance will 
also increase the audience for dance within Iowa and enhance the cultural life and 
prestige of Iowa communities. 
Activities that benefit or involve special or underserved Iowa popUlations: Young 
people will be actively involved in the production of HipHOpera. Rural residents will also 
be included on the cast and drawn into Ames as members of the audience. In addition, 
follow-up performances are projected for rural communities within Iowa. Efforts will be 
made to provide promotional materials to elderly and disabled citizens in an attempt to 
actively invite their participation in the audience. All performances will take place in 
accessible spaces. Low income people are encouraged to attend through a variety of means. 
Board members contribute tickets to needy dance students at the high school and at ISU 
dance classes. A lower ticket price is charged to students and senior citizens. 
Target Stores ticket subsidy program is being investigated. Volunteer ushers and backstage 
help are admitted to the performance free of charge. Broadcast of the video tape of the final 
production also allows anyone with access to cable television to view the performance free of 
charge. 
Activities that reflect cultural diversity: This performance will reflect the cultural 
diversity within our community. 
Confirmation of key partners and participants: Confirmation of participation has been 
confirmed from professional dancers and Janice Baker ofISD Dance, the Hip Hop Club from 
lSD, Kids Co'Motion, and Ames City Auditorium. 
Collaborations and partnerships: Please see the section below on partnerships. 
Innovative coqcepts and methods: HipHOpera is a innovative dance concert combining 
text, video and dance. Both the final performance and its creation are innovative, with 
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choreography and concept being developed collaboratively by not only the professional 
dancers and Valerie Williams but also by community members who will participate in the 
cast. 
Partnerships/Participants/Community Involvement: BipBOpera involves 
partnerships with diverse community groups. 
The community will be directly involved in HipHOpera through the active 
participation of community individuals, dance groups and youth groups. These groups will 
be involved in both the planning and implementation of the production. In addition to 
Valerie Williams and Dance Co'Motion, groups include students dancers from ISU Dance, 
student videographers under the supervision of a videographer, the Hip Hop Club composed 
ofISU students, Kids Co'Motion composed of children between the ages of8 and 18, Boys 
and Girls Club which services Story County and has members ages 7-18, Shilkaidis Family 
Martial Arts which provides martial arts training to youth, and Youth and Shelter Services 
which provides education, rehabilitation and counseling for troubled juveniles. Individuals 
partnering with the production include professional dancers along with Janice Baker ofISU 
Dance. These participants will be involved from inception through implementation, both in 
developing the story line for the production, collaborating in choreography, and cooperating 
as members of the performance cast. 
Other organizations partnering with the project include Ames City Auditorium and 
Ames Public Access Television Virgil Keinhesselink will partner as the lighting designer. He 
has been designing lighting for Dance Co'Motion for the past 7 years and has designed 
lighting in a variety of situations as well as for the Des Moines Playhouse and a growing 
number of free-lance clients. A more extensive bio of these groups and individuals is 
included in the supporting materials. 
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Planning, Preparation, Implementation: Tribes. A HipHOpera will be a collaborative 
project from planning through implementation. 
Planning and Implementation for HipHOpera will occur over a _month period 
beginning during the summer of2003 and culminating in the premiere in November, 2004. 
During the summer, the company's Artistic Director will plan, with representatives of the 
community performing groups, the part that each group will play. The Artistic Director will 
work on initial choreography. The story will be developed in workshop situations by 
Valerie Williams, ISU Dance, Boys and Girls Club representatives, Youth and Shelter 
Service representatives, and Family Martial Arts representatives. Beginning in September, 
the project will begin a five-week rehearsal/workshop period culminating in the production 
of Tribes. A HipHOpera in November. The work will premier in the 2003/04 season as a 
vital part of Co' Motion Dance Theater's home concert season in Ames, Iowa. 
Benefit to Participants: In meeting the goals of Dance Co'Motion, Imagine Iowa 
2010, and the Organization Project Grant, HipHOpera will provide many 
benefits for project participants and Iowans. 
The benefits of producing Tribes. A HipHOpera include: 
• Performance opportunities for Iowa artists and the opportunity to 
participate in a professional modem dance performance 
• Employment opportunities for Iowa artists and technicians 
• Educational opportunities for youth and non-professional community members 
• Cultural enrichment of the communities within which it is produced 
• Community-building through partnership links 
• Arts outreach opportunities to engage participants in the arts who 
would not normally be involved 
• Audience development opportunities 
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• Artistic growth opportunities for Valerie Williams and Co'Motion Dance 
Theater 
Unserved and/or Underserved Populations: Valerie Williams and Co'Motion Dance 
Theater strive to encourage the involvement of unserved and/or underserved 
populations. 
Please refer to the discussion of unserved and underserved populations with regard to 
the priorities of the Organization Grant Program. 
Evaluation and Follow-Up Activities: Evaluation will be an on-going process 
through planning, implementation, and projected follow-up activities for 
HipHOpera. 
To assist in assessing how well the goals of HipHOpera and the complementary 
goals of Imagine Iowa 2010 and the Organization Grant Program are being met, evaluation 
will be conducted on both the planning and implementation phases of the project. Focus 
group discussions at the end of the planning phase will assess the strengths and weakness of 
the collaborative planning effort. In addition, questionnaires will be distributed to 
participants to determine whether they represent an unserved and/or underserved popUlation, 
whether their participation has engaged previously uninvolved community members in the 
arts, and their perceptions and evaluations of the educational experiences during the planning 
phase. Results of these assessments will be useful for future planning at follow-up 
performances. 
The implementation phase and final performance will also be assessed through focus 
group discussions, questionnaires determining participant perceptions, and a final evaluative 
report by the Artistic Director taking into account audience reaction and critical responses to 
the production. A short survey will be distributed to audience members to assist in 
determining if appropriate goals and priorities of Imagine Iowa 2010 and the Organization 
Grant Program have been met. 
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Text of the Final Draft of the Narrative Section 
Valerie Williams Co'Motion Dance Theater was founded in 1978 in response to the 
limited availability of modern dance opportunities outside the university setting in the 
Midwest. This professional modern dance company provides performances and educational 
residencies to communities and schools throughout Iowa and the Midwest, with a regular 
concert season in Ames, Iowa. The primary missions of Co' Motion Dance include: 1) to 
bring modem dance performance of a high professional quality to Midwest communities, and 
2) the fulfill a commitment to dance education and exposure by offering classes and 
workshops in phases of modem dance with a strong focus on dance as a performing art, a 
form of communication and as self-expression. Co'Motion has a 12 member Board and 1 
part-time staff Performances are taped and broadcast on Public Access Television. Valerie 
Williams is on the Iowa Arts Council's Arts in Education Artists Roster and Dance 
Co'Motion is on their Performing Artists Touring Roster. An American Spirit Grant contract 
was received in November, 2001, from the lAC. 
1. Scope of Project 
Tribes. A HipHOpera will be developed as a community project, an audience 
development project, and as a concert length dance work developed from a different 
perspective. This production will develop a story, put it to music, text, and video which will 
be danced by modem dance professionals, and augmented by several local dance and youth 
groups. Tribes will juxtapose dance styles and musical styles and stereotypes. 
Ultimately, the story will be developed by the dancers/directors of the groups involved, 
but we will begin our discussions with an extant story to use or adapt. The concepts within 
the story are most important. Under most interesting discussion right now is using Dickens' 
"A Tale of Two Cities" as a base. "A Tale of Two Cities" includes aspects of suspicion, 
conflict, distrust of power, outrage, continuity, hopelessness as well as effort to change. The 
story itself is a vehicle for those concepts, as will be the dance concert. Tribes. A 
HipHOpera is proposed as a work that develops these same concepts through dance and 
dance styles. 
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Hip Hop dance has a built -in audience because of the mass marketing and appeal of the 
accompanying music and easily understandable movement. Tribes will allow VWCMDT to 
produce a modem dance performance with a community tie that will prove. an accessible 
means of acquainting two different audiences with different dance styles. The combination 
of expressive movement in modem dance with the popular hip hop dance will result in 
choreography that will be technically demanding and artistically developed. 
Students will be involved both as dancers and as videographers and creators of the 
environment. Using professional video equipment and working with a videographer, 
students from the Boys and Girls Club and Youth and Shelter Services will create and 
produce the scenic design for production and also learn to use the Public Access video 
facilities. 
2. Goals and Priorities 
Valerie Williams Dance Co'Motion Dance Theater has been a leader in providing 
professional modem dance within Iowa for twentyfive years. Tribes will be an innovative 
dance performance integrating text with dance and videography with visual scene design, 
providing a model of experimental artistic leadership within the field of 
dance. The presentation of this quality professional performing arts piece, Tribes, will 
Contribute to the cultural attractions and prestige of the communities in which it is 
performed, attracting residents from outlying areas into the community for the performance 
and enhancing the positive perception of the community as an exciting cultural environment. 
In tum, business is generated for local merchants, while creating a greater interest in the arts. 
This project will create jobs for Iowa dancers, designers, collaborating artists, and stage 
technicians. Valerie Williams has a long history of paying professional dancers and artists 
for their work. Tribes will be a collaboration of both professional and nonprofessional 
dancers, including many children and students on the cast. Young people will be an 
important part of the cast for Tribes. Through their positive participation in the performance, 
their commitment and engagement with the arts in Iowa will be increased. An integral part 
of this project will be providing dance training for the amateur participants as well as 
enhancing education for the youth participants through experience in dancing with 
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professional dancers. Performance participants will be drawn from community groups which 
traditionally do not attend dance events. Involving these groups in the performance develops 
a larger audience for the arts, but also involves their family and friends in the audience. 
Additional publicity and promotional materials will be targeted to traditionally underserved 
populations, in an effort to expand the dance audience in Central Iowa specifically inviting 
the elderly, disabled, and financially needy residents. Follow-up residencies and 
performances of this piece in Iowa will help develop the audience for the arts in rural 
underserved populations. 
3. Partnerships and Community Involvement 
The partnerships in evidence include Valerie Williams (choreographer), Ames City 
Auditorium, various professional dancers in the Central Iowa area, and many community 
groups (see above). The Ames City Auditorium has already been booked for the production 
and marketing plans are being formalized. Local professional dancers have been contacted 
and are anxious to dance. 
Tribes will involve not only professional dancers, but also a wide array of community 
groups and individuals. Being involved in this production not only allows individuals to 
explore and express their talents, but also allows groups a visibility in the community in a 
different venue. Tickets will be sold at area shops as well as the City Recreation Center, 
which indicates support and goodwill from members of the business community and the City 
of Ames. 
Modern dance classes will be offered in conjunction with the rehearsals for young people. 
In keeping with the community aspects of the subject, all ages will be encouraged to 
participate. VWC'MDT strongly believes in building audiences and training young people to 
be an audience through outreach programs and will always offer specially designed 
performances and workshops for young people in schools and other organizations. 
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4. Planning, Preparation, Implementation 
The project is being planned by the project director/choreographer, the company 
manager, Co'Motion Dance Theater Board of Directors, ISU Dance and the Boys and Girls 
Club. Rehearsal space has been secured. Community groups including the Kids' 
Co'Motion, ISU Dance, Ames Public Access Television, Boys and Girls Club, and Youth 
and Shelter Services have been contacted and are in creative discussions about the 
production. Virgil Kleinhesselink's (lighting designer) connection with VWC'MDT 
includes many projects during the past 9 years; he has been designing lighting in a variety of 
situations ranging from well equipped auditoriums to open gymnasiums. 
During the summer of2003, the company's Artistic Director will plan with 
representatives of the community performing groups, the part that each group will play. 
The Artistic Director will work on the initial choreography ideas. The story will be 
developed in workshop situations by Valerie Williams and the directors of the various groups 
involved. A two week workshop period will be held in August of2003 to develop the story, 
followed by an eight-week rehearsal period to develop the work in September/October. 
Professional dancers will be brought in for an intensive three-week rehearsal period. The 
work will premiere in the 2003/04 season as a vital part of the CMDT's home concert season 
in Ames. 
Marketing the performance to the community will be initiated during the Summer of 
2003. It has already been mentioned in radio and print interviews about the 2-3/04 season. 
A brochure will be crated to help market this performance and sponsors of dance education 
events will be contacted. A vide tape will be made of the performance and will be edited for 
promotional use. The performance will be broadcast on Public Access Television as part of 
the series: DanceTv, airing three times weekly. Press releases will be sent to all media in the 
surrounding area and the regular newsletter will promote the event. Postcards will be sent to 
everyone on the VWC'MDT mailing list as well as the other organization's mailing lists. 
Use will be made of the Ames Community Arts Council which has compiled all its member's 
mailing lists. ' 
Valerie Williams is responsible for choreographing, performing and ultimately 
producing a concert to show the finished work, though other artists will be responsible 
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for their part of the performance, including learning and rehearsing the staging, and 
designing and creating the set design. Lighting designer Virgil Kleinhesselink will be 
responsible for creating the initial lighting and then the variations on that theme. Virgil will 
also call the show as stage manager and then tour with the show as technical support and 
stage manager. 
5. Benefits to Participants 
Valerie Williams and C'MDT believe in paying professional dancers for their work 
and have a long history of compensating dancers. Dancers have frequently commented on 
how pleasant it is to actually do what they've been trained to do: perform dances. The 
company has a good track record for initiating and completing projects .. This performance 
presents an opportunity for Valerie Williams Co'Motion Dance Theater to explore new 
directions, increase the diversity of the company's touring repertoire, present an opportunity 
for the company to perform more, widen the dance audience, encourage the community to 
look at all its dance organizations, and allow the company choreographer and dancers 
additional challenges. 
Co'Motion Dance Theater's Tribes. A HipHOpera, will employ five professional 
dancers who also understand how to work with young people. The company will also 
employ a stage manager, lighting designer and two-three stage technicians for the production, 
as well as a video director, and set and costume construction laborers. This availability of 
work encourages and enables dancers and technicians to remain in the state and to continue 
sharing their talent and knowledge with the community and state. Approximately forty 
student and community dancers will be involved in the performance, and another ten-twenty 
students will be involved in creating the video. 
The choreographic project, Tribes. A HipHOpera, will culminate in a public 
performance at the Ames City Auditorium. Participants in the project benefit by being able 
to work: choreography, dance, design light, design the performing space, paint, construct, 
design costumes, etc. Participants are then able to share that work with an audience. Valerie 
Williams Co'Motion Dance Theater, and all the organizations involved are Iowa based artists 
who chose for various reasons to make their artwork in Central Iowa, and make Central Iowa 
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their base for touring and marketing. The citizens of Iowa benefit from this by knowing 
there are actively working artists contributing to the intellectual and spiritual life of the state. 
6. Outreach to Unserved and/or Underserved Populations 
All performances will take place in accessible spaces. VWC'MDT donates tickets 
to Youth and Shelter Services. Board members contribute tickets to needy dance students at 
the high school. A lower ticket price is charged to students and senior citizens. Target 
Stores program "Treat Seats" (a ticket subsidy program) is being investigated. Broadcast of 
the videotape of the final production allows anyone with access to cable television to view 
the performance. Volunteer ushers and backstage help are admitted to the performance free 
of charge. 
The dances that are developed in this project will be performed as often as possible, 
in as many places as possible. This project will be performed in Ames, and hopefully in 
other cities in the upper Midwest. Dance sections within the total concert will also be 
available as guest artist spots and for use in other concerts and school assembly 
performances. Discussions are under way with the City of Pella Arts and Recreation to 
produce a residency and performance in Pella, with local dancers taking on the large group 
and chorus dances. 
7. Evaluation and Follow-up Activities 
Evaluation will be by audience reaction, critical response, the continuous reaction 
from colleagues in music and dance and the judgment of the choreographer for whom 
nothing is ever good· enough. Audience surveys are taken at each performance to detennine, 
among other things, how people learned of the performance and if appropriate goals and 
priorities of Imagine Iowa 2010 have been met. Popular review from discussions with other 
artists and audience members at concert performances and, of course, critical review from the 
dance community as well as the media who attend will inform the evaluation of Tribes. A 
HipOpera. 
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Chapter 5: Interview 
Introduction and Narrative 
To help publicize the November, 2003, dance concert Tribes. A HipHOpera, 
I interviewed Valerie Williams and Janice Baker about their collaboration on the production. 
The interview took place in Janice Baker's office on the ISU Campus on October 15,2003. 
The interview is to be published infootnotes, a quarterly newsletter that is produced by 
Dance Co'Motion and mailed to 1,200 subscribers. Planning for the interview began by 
reviewing similar interviews in the Paris Review, Ruminator Review, and the Writer's 
Chronic/e. A series of open-ended questions was then developed and emailed to both 
Williams and Baker a few days prior to the scheduled interview. The interview was held 
collaboratively, with both of the dancers present. Notes were taken during the interview 
itself rather than by recording the session. Within a few hours of the session, I typed up a 
transcript of the interview and emailed it to both dancers with the request that they correct, 
modify, or add anything that they would like to the transcript. As I was not sent any changes, 
I assumed both parties were satisfied with the way they were represented in the text of the 
interview. I then prepared a three columned layout for the interview, chose a typeface and 
made decisions about the use of white space, the integration of graphics, justifying or not 
justifying the columns, and the style for the title of the interview and the inclusion of the 
identifying names before each quotation. 
A rhetorical analysis of the interview document and the process of its production asks 
several key questions about the document. What is the purpose of the document? What is 
the persona of the audience for the document? What is the context within which the 
document will be used? How are the visual and verbal elements of the document integrated? 
Specifically with regard to organization, how effective is the arrangement of elements, and 
the use of emphasis, clarity, and conciseness of the document? What is the tone of the 
document and is it appropriate? How does the document establish ethos? How is the 
document persuasive? Does it use both logical and emotional arguments to establish its 
persuasiveness? Rhetorical questions about the audience and the audience-centeredness of 
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the document, purpose, visual and verbal integration, ethos, and persuasiveness were first 
introduced to me in the course, Engl 507: Writing and Analyzing Professional Documents. 
These issues were reintroduced in the course, Eng1509: Writing Proposals and Grant 
Applications, with specific emphasis on their importance for the grantwriting situation. 
These key rhetorical issues were reintroduced once again in the course, Engl 586: Visual 
Communication in Professional Writing. The Visual Communication course, in addition, 
expanded the questions to include more specific questions on the arrangement of the 
document, and its use of emphasis, clarity, conciseness, and tone. 
A rhetorical analysis of the interview with Williams and Baker, then, focuses on the 
purpose of the interview, the audience for the interview, the persuasive elements to the 
interview, the ethos of the document, and the decisions made in integrating the visual and 
verbal elements of the document. I will begin by first discussing the purpose, the audience, 
and the context of the document. The purpose of the interview is to inform readers about the 
upcoming dance concert Tribes. A HipHOpera in such a way that they will be persuaded to 
attend the concert in November, 2003. The interview format allows for greater depth of 
information about the concert than a shorter press release would allow, and the insight 
provided into the behind-the-scenes look at the production is designed to increase the 
reader's interest in the performance and to convince them ofits merit. The audience for this 
interview is already predisposed favorably to dance news. Footnotes is sent out to people 
who have either supported Dance Co'Motion in the past, attended past concerts, and/or 
indicated in some way that they would be interested in receiving the newsletter. They will 
already be familiar with Valerie Williams and, most likely, Janice Baker as well. As 
footnotes is mailed to subscriber homes, the context within which the document will be read 
is a more leisurely horne setting. The newsletter will be read for entertainment and interest, 
rather than for business purposes. In addition to analyzing the rhetorical elements of purpose, 
audience, and context, the elements of persuasiveness, ethos, and the integration of visual 
and verbal elements are important to a rhetorical understanding of the interview. 
Persuasive elements in the interview include both logical and emotional arguments. 
The theme of. conflict between groups and the transformation of good into evil and back 
again, appeals to pathos, while the thoughtful presentation of information on the integration 
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of the new software into the dance performance and the description of how the collaboration 
and choreography took place appeals to logos. The layout of the interview is also designed 
to be persuasive, inviting the reader into the document through the use of pictorial 
representations of Williams and Baker and the shorter line lengths of the three columned 
format. The choice of a serif text for the interview also emphasized a lyrical quality, while 
the large and bold title invited the reader into the text of the interview through the use of 
strong figure to ground contrast. 
Ethos was enhanced in this document by both visual and verbal elements. Visually 
ethos was established by the consistency in design and page layout, the overall coherence of 
the document, and the symmetry and balance to the pages. Ethos was also established by the 
thoughtful questions of the interviewer and the informed answers of the dancers interviewed. 
The course Eng1586: Visual Communication and Document Design influenced a 
number of decisions about the integration of text and graphics for the interview. A three 
column layout was chosen over a single column layout, because the longer line length of the 
single column hinders reader's attention to the text. In addition, the three column layout was 
preferable to the two column layout when it came to the balanced integration of the two 
graphics. I also chose to keep the ragged right edges of the columns rather than to adjust 
them based on class discussion and on Shriver's comments on column justification (269-
271). To minimize the problem of the ragged right edges, I chose a compressed font. I 
finally chose a serif font, because of the dynamic quality of the letters and its more lyrical 
tone. To balance the white space surrounding each individual quote, I chose to narrow the 
leading between the lines to visually establish the integrity of each quotation, while leaving 
sufficient space for the serif typeface to be read comfortably. I chose a smaller 10 pt. font 
size to help minimize the ragged right edges to the column. These decisions help to enhance 
the legibility of the document (Shriver, 251-277). I also had to make a decision on how to 
identify each of the speakers. While the name of the speaker needed to be clearly anchored 
with the appropriate chunk of text, sample interviews used two different means of 
highlighting the name: bold or all caps. I chose to go with all caps, thinking that the bold 
would be unnecessarily distracting. 
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Gestalt principles introduced in the course and in Shriver (303-324) informed my decisions 
about the title of the interview when I chose to emphasize the most important part of the 
document with high figure ground contrast and to balance the title across the columns. The 
use of white space around the individual quotes and the capitalized names of each speaker 
also helped to clarify the meaning of the document. This generous use of white space and the 
choice of a serif font helped to establish, as well, a relaxed and professional tone to the 
interview. These rhetorical concerns of arrangement, emphasis, clarity, conciseness, and 
tone in the integration of text and visual elements compliment the larger rhetorical issues of 
purpose, audience, context, persuasiveness, and ethos. 
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Text of Interview with Valerie Williams and Janice Baker 
On Tribes. A HipOpera: An Interview with Valerie Williams and Janice Baker 
OKERE. Your newest dance 
concert, Tribes. a HipHOpera , 
will be performed this 
November 14 and 15 at the 
Ames City Auditorium. How 
would you describe this 
production? 
BAKER. It ' s a fusion of 
movement and technology that 
is a non-traditional telling of 
the Dickens' classic, A Tale of 
Two Cities. 
OKERE. How does A Tale of 
Two Cities inform the concept 
of Tribes? 
BAKER. How good can 
become evil and how evil can 
become good. That's a fine 
line. 
This is a very contemporary 
question. The story has a lot 
of relevance today. The spine 
of the story is the 
transformation of how good 
can become evil and of how 
evil can become virtuous, and 
that ' s a timeless question to 
ponder. 
OKERE. How did you 
initially find the inspiration to 
do a concert based on A Tale of 
Two Cities? 
WILLIAMS. The movement 
of Tribes is very 
confrontational. I thought it 
would be fun to do a story 
dance contrasting the 
BY MARGARET OKERE 
confrontational movement of 
Hip Hop with other dance 
styles such as ballet. This led 
me to look for stories with 
conflict, high emotion, and 
Valerie Williams 
action. I initially thought of 
Romeo and Juliet, but that' s 
already been done. I had been 
rereading the Dickens' classic, 
A Tale of Two Cities, and it 
Janice Baker 
was full of adventure, conflict, 
emotion, action, many groups 
or tribes in conflict. The 
aristocrats vs. the peasants. 
England vs. France. It's about 
tribes in conflict 
OKERE. How did you come 
up with the title of Tribes? 
WILLIAMS. I'd been 
thinking about tribes within 
today's society, how we form 
our own groups or tribes, tribes 
based on common interests, 
tribes based on a feeling of 
belonging. We have a need to 
belong. Yet people in one 
tribe will then confront those 
in another. 
OKERE. Tribes. A 
HipHOpera is very much a 
collaborative dance concert. 
Could you tell me the groups 
that are collaborating together 
for this performance? 
BAKER. Orchesis II, Iowa 
State Touring Company, Iowa 
State Dance Classes. 
WILLIAMS. Kids Co'Motion, 
Co'Motion Dance Theater. We 
also have a number of 
choreographers collaborating 
on the production: Janice 
Baker; Kasper, a Hip Hop 
choreographer, Melissa Van 
Osdel, Sophia Magill, Stejepan 
Rajko, and Valerie Williams 
OKERE. Could you describe 
the planning process for Tribes 
and how the collaboration is 
taking place? 
WILLIAMS. Janice and I 
started having conferences 
about the dance last spring. 
We started casting the 
choreographers as well as the 
dances, deciding which group 
should be involved in which 
piece of the total dance. We 
found it interesting, because 
the choreographers all 
contribute to the general 
concept of what's good and 
what's evil. who's good and 
who's evil. When Red Caps 
takes his place at the 
guillotine, who's good and 
who's evil? 
BAKER. We began our 
choreography this fall when I 
invited the Hip Hop artist, 
Kasper, for a master class "ith 
the Hip Hop Club. I shared the 
story with him, which 
resonates with the 
confrontational manner of Hip 
Hop, and he set some phrases 
for the class. We're now using 
the dance phrases he left to 
develop further choreography. 
Students are collaborating 
directly at rehearsals on the 
choreography. I'll come ,"ith 
a project to a rehearsal, and 
they will manifest the project 
right at the rehearsal. 
OKERE. Could you give me 
an example of how this is 
done? 
BAKER. Students will take 
the teJo.1, for example, "It was 
the best of times, the worst of 
times," and work in pairs, 
with one person taking the role 
of the good, the other the role 
of the bad. They respond to 
each other in a cylindrical 
space. 
WILLIAMS. Janice "ill give 
them a structure to work on, 
and they create movement "ith 
that structure. 
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BAKER. There are at least 
five groups of people now 
working on choreographing 
different pieces of the 
performance. "ith several 
rehearsals for each group. The 
work is very engaging for the 
dancers. 
OKERE. How "ill all the 
pieces eventually come 
together? 
WILLIAMS. Janice and I 
have a script. The edges of the 
script do change frequently. 
become further refined. But 
we already have a basic script. 
OKERE. When "ill all the 
pieces come together? 
WILLIAMS. A week or two 
before we open. Since we 
have a number of disparate 
groups involved, they don't 
have to come together before 
this. Orchesis II and Kid's 
Co'Motion "ill be providing 
the majority of the dancing. 
Orchesis II represents the 
presence of the aristocrats and 
the conflict with the peasants. 
The soloists "ill move the 
action fonvard in terms of 
specific characters of the story. 
Kids Co'Motion "ill be 
dancing some of the subteJo.1, 
the happy, the tranquil subteJo.1. 
Everyone is rehearsing 
separately now, but one to two 
weeks before the dance concert 
we will be able to pop all the 
pieces together because of the 
structure we have already 
planned. We also have a 
student who is taking the lead 
on finding the music for the 
production. We are interested 
in contrasting different music 
as well as different dance 
. styles, and one of the students 
is looking for the music. In 
terms of collaboration. Janice 
and I also talk all the time. 
BAKER. In a collaboration 
it's important to share what's 
on your mind. The time we 
have had is also significant. 
we've had time for our ideas to 
percolate. 
WILLIAMS. Janice has been 
working through the process 
"ith the students. they've had 
time to explore the ideas and to 
find the best depiction of those 
ideas. 
BAKER. The technology is 
what gives the major 
continuity to the collaboration. 
OKERE. I understand that you 
are using technology in very 
innovative ways for this 
production. Can you describe 
the ways you are integrating 
technology "ith the 
performance? 
WILLIAMS. We are 
projecting tex1 and image onto 
a screen on stage during the 
dance. Some projections "ill 
be live and real time, while 
others "ill be ex1ant video 
images. 
BAKER Could you eX'Plain 
what you mean by live and real 
time? 
WILLIAMS. In live and real 
time, I have a camera attached 
to my computer that "ill video 
the dancers. and then the 
computer "ill immediately 
project that image back onto a 
big screen on the stage. I can 
also program the computer to 
manipulate the image in real 
time. In essence it's like word 
painting, only it's movement 
painting. We use movement 
painting, transforming the 
video image in some way in 
real time, to illustrate the 
subtext of the dancer's 
movement. The image is the 
immediate image from the 
dancer on the stage, but it's 
manipulated 
OKERE. Could you give me 
an example? 
WILLIAMS. When Lucy and 
Charles, for instance, are 
dancing a love duet, I can 
change their image into pretty 
colors that can dance "ith 
them. But when Madame 
Defarge and representatives of 
the aristocrats are dancing, I 
can indicate the conflict 
inherent in their meeting "ith a 
distorted image. The computer 
can be programmed to 
transform the dancers in a 
variety of ways or to mirror 
them. 
OKERE. Are you using a 
program then developed for 
dancers? 
WILLIAMS. The program is 
called Isadora, and was 
developed by Mark Coniglio. 
OKERE. Have you used this 
technology before? 
WILLIAMS. Briefly, with 
Kid's Co'Motion this summer. 
OKERE. So you "ill be tI)ing 
some new things this fall? 
WILLIAMS. Yes, deftnitely. 
I'm not choreographing very 
much for this concert, and I 
won't be performing in it 
myself. This will give me time 
to play with and to explore the 
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technology. I learned this past 
April that I can't do both parts; 
I can't perform and experiment 
with the technology. One "ill 
be shortchanged at the expense 
of the other. 
OKERE. Janice, how does the 
technology affect the dancers 
who are preparing the dances? 
BAKER Technology is being 
used to enhance the transitions 
between the different pieces of 
the dance concert. It helps the 
audience grasp the deeper 
meaning of the story. 
WILLIAMS. We use 
technology as a means to the 
end If technology is not 
treated as a means to the end, it 
makes for an ineffective 
performance. It's fun to play 
with the technology, but in the 
same way as costumes, sets, 
props, etc, as a means to the 
end. 
OKERE. Valerie, how did you 
initially get interested in 
working "ith technology in 
your dance concerts? 
WILLIAMS. Well, I've used 
video extensively in the past, 
my initial interest in dance 
performance and technology 
beyond video came from 
collaborating with Carolina 
Cruz-Neira at the Virtual 
Reality Application Center at 
Iowa State University over the 
past two years. Carolina is an 
engineer who started life as a 
ballet dancer, and she was 
interested in using technology 
beyond the ways that engineers 
use it now. I took my 
knowledge and my interest in 
experimentation from that 
collaboration ,,;th Carolina 
and applied it to real time 
interaction with dancers on the 
stage. My interest in sensory 
de..ices has increased as well, 
working "ith Carolina. I will 
be working with movement 
orientated sensory devices in 
some solo performances this 
spring, but they won't be 
incorporated into Tribes. 
OKERE. Did you need any 
special training to use the 
technology of Isadora for your 
fall dance concert? 
WILLIAMS. I went to a two 
week workshop this past June 
in New York City ,,,;th Mark 
Coniglio. He developed the 
Isadora program, and he is a 
dancer himself "ith the dance 
company Troika Ranch in 
Omaha. The workshop was 
marvelous fun, a great time, 
and I was especially interested 
in investigating the sensory 
de'V;ces they use. I also 
learned how to use the 
software program and how to 
manipulate the images. The 
real time interaction of the 
dancers and the computer is 
especially intriguing. 
OKERE. What have you 
found challenging about this 
production? 
WILLIAMS. Almost any 
production is a challenge. I 
work to please myself, to 
please the muse, to do 
something different than what 
I've done before. Most 
modem choreographers work 
this way. The main challenge 
for this production has been 
using the Isadora software and 
a few other programs "ith 
which I can manipulate text. 
It's also a new challenge for 
me to be mostly producing this 
concert. Collaborating in this 
way is a new challenge and 
very enjoyable; though I know 
I \\ill feel some frustration 
whenever I see the dancers 
performing on stage, and I'm 
not one of them. I mIl be 
jealous. 
OKERE. What do you hope 
the audience will take away 
from this performance? 
II7 
WILLIAMS. I hope they will 
enjoy watching skillful movers 
move and enjoy the synthesis 
of movement. sound, and 
visual image. And if they find 
something to think about, 
that's the best. I think all 
theatrical experience should 
stimulate thought, at the same 
time as it takes you for a little 
while out of your ordinary life 
and moves you to someplace 
else for a few hours. 
OKERE. When \\ill you be 
performing? 
WILLIAMS. We'll be 
performing Nov. 14th at 8 pm 
and Nov. 15th at 2 pm at the 
City Auditorium. People \\ill 
be able to buy tickets at Big 
Table Books, at the door, 
through ISU Dance and at the 
City Recreation Office in City 
Hall. General Admission is 
$10.00. Students and seniors 
are $7.00. 
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Chapter 6: Press Release 
Introduction and Narrative 
As part of the publicity for Tribes. A HipHOpera, I wrote a press release to be 
submitted to the Ames Tribune, the local paper for Ames, Iowa, where the dance concert 
would be taking place. Although a press release is a very brief document, its production still 
involves all the rhetorical elements of purpose, audience-centerdeness, context, persuasion, 
ethos, and the integration of visual and verbal elements. 
In preparation for writing the press release, I contacted the Ames Tribune to learn 
more about the audience for the press release. I was referred to Mike Krapfl, the Managing 
Editor of the paper, who infonned me that he would be reading any press releases that came 
in. When I asked him what he would be looking for in a press release, he said that he wanted 
it to be brief, to give the details of the event, and to answer the basic who, what, when, and 
where. Based on his quick review of a press release, he then decides whether or not to assign 
a reporter to the story for a write up. The audience for this press release, then, is a single 
individual, a very busy managing editor, who will be reading the release in the context of his 
office at the newspaper. He will be reading to grasp content quickly and to make an 
immediate decision. He will be interested in the newsworthiness of the infonnation in the 
release. 
The purpose of my press release, based on my conversation with Mr. Krapfl, would 
be to provide enough infonnation in a manner that would persuade him to have a story 
written about the upcoming dance concert, Tribes. A HipHOpera. 
After contacting the Managing Editor of the Ames Tribune, I next called ISU 
Extension and asked if they had any publications giving some guidelines for writing a press 
release. I was referred to Laura Stemweis, Extension Communication Specialist, who mailed 
me guidelines for writing a professional press release written within a sample press release 
format. She also mailed me a handout of a power point presentation she has prepared on 
writing press releases, "For Immediate Release: Spreading Extension News." Since readers 
tend to prefer to read within the conventions of a genre, I felt that the ethos of the document 
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could be strengthened by applying visual and textual conventions of the press release genre. 
Those conventions which I found most pertinent from the infonnation which Ms. Stemweis 
mailed to me were intra-textual, inter-textual, and spatial conventions. Engl 586: Visual 
Communication in Professional Writing was especially helpful in alerting me to these 
different levels in analyzing how a document is designed. Also relevant to planning the 
organization of the press release were the criteria of arrangement, emphasis, clarity, 
conciseness, tone, and ethos that were applied to each of our assignments in the class. 
The use of the conventions served to emphasize the most important infonnation and 
to establish a professional tone and ethos. Those conventions that emphasized the important 
infonnation included the use of all caps in the first line, ''For Immediate Release," the use of 
bold typeface for the suggested story headline, and the practice of placing the most salient 
infonnation at the beginning of the press release. This allows the managing editor, in this 
instance, to know if he has to make an immediate decision, and to grasp the most important 
infonnation very quickly. Easy grasp of the information was also facilitated by the 
convention of keeping paragraphs short with no more than two to three sentences per 
paragraph. 
A number of other conventions helped to establish ethos for the piece. Conventional 
uses of format included the use of a letterhead, contact infonnation, and the provision of 
extra space above the suggested story line in case the reader wants to rewrite the heading. 
The use of''#'' at the end of the release indicates the ending ofthe piece. While these are 
small details, their inclusion served to establish a professional ethos. 
I also established ethos by language choice within the document. I used active verbs 
wherever possible to match the straightforward and energetic tone of a press release. I used 
specific rather than abstract nouns, and varied sentence structure by starting sentences 
occasionally with prepositional phrases or modifying clauses. I also tried to place the subject 
and verb closely together and to avoid wordiness. These tips for effective writing were 
discussed in Engl509: Writing Proposals and Grant Applications, and I found them equally 
appropriate for a press release. The information from ISU Extension on writing a press 
release also emphasized the importance of minimizing adjectives and adverbs and writing 
with economy. 
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The overall tone of the final document was concise, clear, to the point and 
professional. While a bulleted list might have made the information even more readily 
accessible, the use of a bulleted list would likely have negatively affected the ethos of the 
document. Keeping to the point was perhaps the most persuasive approach that I could take 
with a press release. 
While the document is short, considerations of purpose, audience, context, 
persuasion, ethos, and the integration of visual and verbal elements remain important 
considerations in preparing an effective press release. 
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Text of Press Release 
CO'MOTION DANCE THEATER 
FOR IMMEDIATE RELEASE 
Margaret Okerc 
2721 Luther Drive 
Ames, Iowa 50010 
233-7919 
pokere@iastate.edu 
Contact: Margaret Okere, Board Member, Co'Motion Dance Theater, 233-9791 
Co'Motion Dance Theater and ISU Dance present Tribes. A HipHOpera, 
a collaborative dance concert 
AMES, Iowa -- Valerie Williams Co'Motion Dance Theater and ISU Dance present 
a new collaborative dance concert, Tribes. a HipHOpera at Ames City Auditorium on 
November 14 at 8 pm and November 15 at 2 pm. Tribes blends movement, text, and 
technology in a innovative dance concert. Tickets are available at Big Table Books, at the 
door, through ISU Dance, and at the City Recreation Office in City Hall. Tickets cost $10.00 
general admission and $7.00 for students and seniors. 
Adapted from the Dicken's classic, A Tale of Two Cities, this performance explores the 
timeless theme of how good can become evil and evil can become good. The story line 
contains conflict, high emotion, adventure, and action. 
Tribes. A HipHOpera combines the talents of dancers from a variety of dance troupes 
including Orchesis II, Iowa State Touring Company, Iowa State Dance classes, Kids 
(over) 
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Add 1 
Co'Motion, and Co'Motion Dance Theater. Several choreographers have also collaborated 
on the production. The Hip Hop artist, Kasper, developed initial movement phrases at a 
master class on the ISU campus this fall. Janice Baker, Melissa Van Osdel, Sophia Magill, 
Stejepan Rajko, and Valerie Williams completed the choreography. 
Valerie Williams is also integrating new software technology into this performance. Text 
and images will be projected onto an onstage screen during the dance. Using the computer 
program, Isadora, developed for dancers, she can project manipulated images of the dancers 
back onto stage while they are dancing, transforming images into colors, distorting shapes, or 
simply mirroring motions. This synthesis of technology and dance will serve to enhance the 
transitions and clarify themes within the piece. 
To train herselfin the new software, Valerie Williams attended a two week workshop offered 
by Mark Coniglio this past June in New York. Coniglio developed the Isadora program and 
is a dancer himself with the dance company Troika Ranch in Omaha. 
Williams' initial interest in software applications for dance came from her collaboration with 
Carolina Cruz-Neira over the past two years at the Virtual Reality Application Center at Iowa 
State University. Tribes. A HipHOpera represents her most extensive integration of 
technology with dance. 
# 
< 
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APPENDIX: 
COMPLETE FINAL DRAFT OF lAC GRANT FOR 
TRIBES. A HIPHOPERA 
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For Office Use Only: 
Grant App #: 
Date Received: 
Iowa Arts Council Grant Application Form 
• Please read and print instructions before completing this form! 
• This form is best viewed with Internet Explorer or Netscape browsers, version 5 or higher. 
• After completing this page, print it and go to next section (indicated by buttons at bottom of page). 
Please note that you cannot save the completed form to your computer. 
SECTION 1. APPLICANT INFORMATION 
Applican't-_______________________ _ 
Organization Valerie Williams Co'Motion Dance Theater 
or Individual: 
Contact Person:""IV-a-l-e-ri-e-W-jJ-lia-m-s------------------
Contact Person's Title:IDirector 
Address:r-11-2-9-E-.-7-th-S-t.-----------------
Clty:IAmes State: ~ Zipcode: r-IS-0-01-0---
county:IStory 
E-mail Address:i-Id-a-n-C-e-@-c-O-m-O-tio-n-.-o-rg----------------
Web Site Address:lwww.comotion.org 
Telephone (daytime ):IS1S-232-737 4 
Telephone (evening):I""S-1-S--2-3-2---7-37-3------------------
Fax:IS1S-233-9290 
I am applying as:ITax-exempt Organization (also includes governmental entities, schools, tribal councils) 3 
Project Director (if differ~nt than contact person above): 
Contact person:I""----------..;...---------------
Contact Person's Title:1 
Address:""I---------------------------
Clty:1 State: I Zipcode: 1"1-----
county:1 
E-mail Address:rl-------------------------
Telephone (daytlme):\ 
Telephone (evening):Ir-------------------------
Fax:l 
FEDERAL EMPLOYER 10 NUMBER (for organizations only): 
142-1144792 
SOCIAL SECURITY NUMBER (for individuals only): 
For individuals only: Are you on the State of Iowa payroll? rYes r No 
FOR ORGANIZATIONS ONLY: 
Proof of tax-exempt status 
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All organizations must send In a eopy of their SOl(e)3 IRS letter stating the organization's tax-exempt status. 
Is the applicant acting as a Fiscal Agent? rYes (i No 
LEGISLATIVE DISTRICT NUMBERS (If you don't know your district numbers, click here.) 
Iowa House #: 173 Iowa Senate #: 134 US Congress #: 14 
GRANT PROGRAM/CATEGORY YOU ARE APPLYING FOR (select only one): 
IOrganization Project Grant or Mini Grant 
PERIOD OF SUPPORT REQUESTEr-D_: _____ _ 
Starting Date (month/date/year): IJuly 1, 2003 
Ending Date(month/date/year): IJune 30, 2004 
PROJECT BUDGET SUMMARY: 
::::1 
Applicant Cash Match: sl5922 + Applicant In·klnd Match: sl1900 
Expenses: sl13,622 
PROJECT TITLE: !Tribes. A HipHOpera 
+ lAC Request: sl5800 = Total 
SUMMARY OF PROJECT: In SO words or less summarize your proposal, including names of artists, if applicable. 
This is separate from and not to be confused with your application narrative! 
Please note that d over 400 characters ma not camp print. 
o'Motion Dance Theater will create a dance 
concert, Tribes. A HipHOpera, involving youth 
groups, professional dancers, student dancers 
student videographers under supervision of a 
fessional videographer. With choreography by 
lerie Williams and ISU Dance students, this 
ce concert will follow a story, and integrate 
text, video and dance. 
~ Print this page (Mac users, please use browser print button) 
For office use only: 
App Number:! App DiSciPline:! 
App status:lr----- Project DiSCiPline:r"I---
App Institution:1 Activity Type:1 
Count Words 
~ Go to next section 
Project DescriPtors:1 
Grantee Race:r-I---
Project Race:1 
Internal Revenue Service 
Date: February 25, 2003 
Co Motion Dance Theater 
129 E ih St. 
Ames,IA 50010-6314 
Dear Sir or Madam: 
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Department of the Treasury 
P. O. Box 2508 
Cincinnati, OH 45201 
Person to Contact: 
Mrs. Swana Smith - 31-07418 
Customer Service Specialist 
Toll Free Telephone Number: 
8:00 a.m. to 6:30 p.m. EST 
877-829-5500 
Fax Number: 
513-263-3756 
Federal Identification Number: 
42-1144792 
This is in response to your request of February 25, 2003, regarding your organization's tax exempt status. 
Our records indicate that a determination letter issued in December 1980 granted your organization exemption 
from federal income tax under section 501 (c)(3) of the Internal Revenue Code. That letter is still in effect. 
Based on information subsequently submitted, we classified your organization as one that is not a private 
foundation within the meaning of section 509(a) of the Code because it is an organization described in section 
509(a)(1) and 170(b)(1 )(A)(vi). 
This classification was based on the assumption that your organization's operations would continue as stated 
in the application. If your organization's sources of support, or its character, method of operations, or purposes 
have changed, please let us know so we can consider the effect of the change on the exempt status and 
foundation status of your organization. 
Your organization is required to file Form 990, Return of Organization Exempt from Income Tax, only if its 
gross receipts each year are normally more than $25,000. If a return is required, it must be filed by the 15th 
day of the fifth month after the end of the organization's annual accounting period. The law imposes a penalty 
of $20 a day, up to a maximum of $10,000, when a return is filed late, unless there is reasonable cause for the 
delay. 
All exempt organizations (unless specifically excluded) are liable for taxes under the Federal Insurance 
Contributions Act (social security taxes) on remuneration of $100 or more paid to each employee during a 
calendar year. Your organization is not liable for the tax imposed under the Federal Unemployment Tax Act 
(FUTA). 
Organizations that are not private foundations are not subject to the excise taxes under Chapter 42 of the 
Code. However, these organizations are not automatically exempt from other federal excise taxes. 
Donors may deduct contributions to your organization as provided in section 170 of the Code. Bequests, 
legaCies, devises, transfers, or gifts to your organization or for its use are deductible for federal estate and gift 
tax purposes if they meet the applicable provisions of sections 2055, 2106, and 2522 of the Code. 
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. } ., 
''', '. ! IowaArts COlillcil . ' .. ' .'. 
'~,:)\ ~ Grant Application For~" .' , '.:-- '- ~' , '" '~: . 
• Please read and print instructions before completing this form! 
• After completing this page, print it and go to next section (indicated by buttons at bottom of page). 
Please note that you cannot save the completed form to your computer. 
SECTION 2. PROPOSED BUDGET I ESTIMATED EXPENSES 
Itemize the estimated expenses of the grant activity. Specify what portion of the expenses the applicant will pay with cash 
and in-kind donations, and what portion the grant will fund. Read Explanation of Match Requirements 
Attach a detailed budget that itemizes expenses and income. For Personnel and Outside Fees & Services, you must list 
the names of each person, position or title, hourly salary (or fee) and estimated number of hours devoted to the project. 
Expense 
Categories 
Column A 
Applicant Cash 
Match 
The total of this 
column cannot be 
less than 75% of 
Total Applicant 
Match (total of A + 
B) 
Column B 
Applicant In-kind 
Match 
The total of this 
column cannot 
exceed 25% of 
Total Applicant 
Match (total of A + 
B) 
Column C 
lAC Request 
The total of this 
column must not 
exceed $15,000 
($1,000 for Mini 
Grants) 
Column D 
Total Cash Expenses 
The total of this column 
must equal the totals of 
columns A + B + C 
Personnel: Applicant administrative, artistic and technical/production employee salaries, wages and benefits of speCifically 
Identified with the project. Artist applicants are to list their salaries/fees in this section. The total of this category cannot 
exceed 50% of the total applicant match (A & B). 
# of Iowa 
Personnel: 
14 $13822 +$1 +$1 = $13822 
# of Non-Iowa 
Personnel: 
I $1 +$1 +$1 =$1 
Subtotal: $13822 +$1 +$1 = $13822 
Outside Fees & Services: 
Payments made to firms or Individuals for artistic or non-artistic services of individuals not considered employees of the grant 
recipient (e.g., residency artists, participating artists, consultants or employees of other organizations whose services are 
specifically Identified with the project. 
# of Iowa 
Personnel: 
r $1300 +$1900 +$14800 = $16000 
# of Non-Iowa 
Personnel: 
$1 +$1 +$1 = $1 
Subtotal: $1300 +$1900 +$14800 = $16000 
Space Rental: 
Include rental of office, rehearsal, theatre, hall or gallery space identified with project. 
$1300 +$1 . +$1 
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Travel/lodging/Meals: 
Include fares, hotel and other lodging expenses, food, taxis, gratuities, per diem payments, toll charges, mileage, allowances 
on personal vehicles, and car rental costs identified with the project. 
~ +~ +~ =~ 
Marketing: 
All costs for marketing/publicity/promotion specifically identified with project. Include costs for newspaper, radiO, and 
television advertiSing, printing and mailing of brochures, flyers, and posters, and food, drink, and space rental when directly 
connected to promotion, publiCity, or advertising. 
$1500 +$1 +$1500 = $11000 
Other Expenses: 
All expenses not entered In other categories and specifically identified with the project - Include materials, equipment rental, 
supplies, costumes, fund-raising expenses, electriCity, telephone, storage, postage, interest charges, publication purchases, 
insurance fees, and shipping expenses not entered under "Travel" 
$11000 +$/1000 +$1500 = $12500 
COLUMN TOTALS: 
Total Cash Match 
+$11900 
Total In-kind 
Match 
SECTION 3. PROPOSED BUDGET / ESTIMATED INCOME 
Itemize the estimated Income of the grant activity. 
Income Categories 
A) Admissions: 
Include income from the sale of admissions, tickets, subscriptions, 
memberships, etc., for events and activities attributable or pro-rated to 
the grant activity. 
B) Contracted Services: 
Include Income from fees earned through the sale of services other 
than those provided In this grant request (e.g., sale of workshops to 
other Individuals and community organizations, government contracts 
for specific services, performance or residency fees, tuition, etc., and 
any foreign government support). 
C) Other Revenue: 
Include Income from sources other than those listed above. Include 
catalogue or CD sales, advertising space in programs, gift shop income, 
concessions, parking, Investment Income, etc. 
D) Other Support: 
Include Income and revenue from 1) businesses and corporations, 2) 
corporate foundations, 3) individuals, 4) fund-raising events, 5) 
PTA/PTO/parents, 6) local arts agencies, 7) school budget, 8) 
government grants or appropriations. List specific sources. Do not 
Included grant amount received from the Iowa Arts Council for this 
activity (or other Iowa Arts Council, Dept. of Cultural Affairs, State 
Historical Society of Iowa grants. 
E) Grant Recipient Cash: 
Include cash from the applicant's budget. No more than 25 percent 
of the applicant's cash may be In the form of employee salaries. 
Total lAC Grant 
Applicant 
Income 
$/1500 
Grand Total Expenses 
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TOTAL APPLICANT INCOME: (add A through E): $17822 
ASSURANCES 
I certify that the applicant meets all eligibility requirements and the information contained in this application, 
including all attachments and support materials, is true and correct to the best of my knowledge. I am 
authorized to legally obligate th~ grant applicant. 
~---# ,.:-'....-:;. ........ _--_. 14-01-03 
• Signature of Legy Aut rlzing Official of the Grant Applicant (sign in 
Ink) , 
Isusan Jac~on 
Typed or Printed Name 
Isecretary of the Board of Directors of Co'Motion Dance Theater 
Title 
1515-232-7374 
Day Phone 
Idance@comotion.org 
E-mail 
CHECKLIST 
Check the Items you included In the application package. See Instructions for details. 
One Original of the Items Listed Below: 
P" Application Form & Budget Pages, Sections 1-3 (REQUIRED) 
P" Application Narrative (REQUIRED) 
P" Printed Support Materials (REQUIRED only if additional printed support 
materials are provided) 
P" Applicant's IRS tax-determination letter (REQUIRED) 
r Sponsored Organization's proof of Iowa nonprofit status from the Secretary 
of State (REQUIRED if a Fiscal Agent is used) 
r Additional Support Material (CDs, audio and video tapes, slides, books, etc.) 
. and Support Material Form: (REQUIRED only if additional support materials are 
provided 
P" NINE COLLATED SETS (2 for Mini Grants). See i"structions for details 
on what to include and how to collate the information. 
Date 
Mall application and all attachments and support materials to: Grants Office, Iowa Arts Council, 600 E Locust St, Des 
Moines, IA 50319-0290 
~ Print this page (Mac users, please use browser print button) ~ Go to next section 
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HipHOpera 
All from Iowa 
Budget Proposal 3/31103 Cash In-Kind lAC Total 
Personnel: (4) 
Dancers (3wks x 2dncrs x 300) 1800 1800.00 
Manager 750 750.00 
Choreographer 1000 1000.00 
FICA, Insurance 271.58 271.58 
Subtotal 3821.58 0.00 0.00 3821.58 
Outside Fees and Services (8) 
Dancers (3wks x 3dncrs x 300) 0 2700 2700.00 
Videographer 0 900 1000 2000.00 
Lighting Design 300 300 500.00 
Technicians - 3 0 800 800.00 
Subtotal 300.00 900.00 4800.00 6000.00 
Space Rental 300.00 300.00 
Subtotal 300.00 0.00 300.00 
Marketing 500 500 1000.00 
Subtotal 500.00 500.00 1000.00 
Other Expenses 
Video equipment and supplies 500 1000 1500.00 
Sets and Costumes 500 500 1000.00 
0.00 
Subtotal 1000.00 1000.00 500.00 2500.00 
TOTAL EXPENSES 5921.58 1900.00 5800.00 13621.58 
13621.58 
IN-KIND CONTRIBUTIONS 
Rehearsal Space 1500 
Photography 300 
Video studio 1,000 
Cash Income 
Revenue: 
Admissions 1500 
Contracted Services 2000 
Other Revenue 
Support: 
Corporate, Foundation, Govt, lndiv 4321.58 -0.005 
Applicant Cash 
lAC Grant 5800 
Total Cash Income: 
A. Total Cash Expenses 13621.58 13621.58 
B. Total Cash Income 7821.58 
C. lAC Grant Request 5800 
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3. NARRATIVE FOR ORGANIZATION PROJECT GRANT and MINI GRANT 
Each grant Is scored on the degree to which It clearly and concisely addresses the following narrative 
Questions. There are 100 points possible. 
1) Scope of Project (up to 20 points) 
2) Goals and Priorities (up to 10 points) 
3) Partnerships and Community Involvement (up to 15 points) 
4) Planning, Preparation, Implementation (up to 10 points) 
5) Benefits to Participants (up to 20 points) 
6) Outreach to Unserved and/or Underserved Populations (up to 15 points) 
7) Evaluation and Follow-up Activities (up to 10 pOints) 
NARRATIVE INSTRUCTIONS 
Follow the instructions and respond to the following narrative questions in the order they are listed. Failure to 
follow this prescribed format will result in your application being declared ineligible. 
• Type your narrative (handwritten applications are not accepted). Use up to four pages, 8.5 x ll-inch 
white paper if printing on one side, or up to two pages if printing on both sides. 
• Use a 12-point font and typeface such as Times New Roman or Helvetica (handwritten narratives are 
not accepted). 
• Margins must be at least I-inch on all four sides. 
• Type the name of the applicant and title of the grant project on the top of each page 
• Underline each question heading so reviewers can identify each section. 
NARRATIVE QUESTIONS 
Applicant Profile 
In 150 words or fewer describe your organization (mission statement, goals primary service area and 
constituents served, number of board, staff, members, etc.). Summarize any previous support you have 
received within the past three years from the Iowa Arts CounCil, Department of Cultural Affairs or State 
Historical Society for similar activities. 
Applicants serving as a Fiscal Agent: Profile the nonprofit organization for which you are serving as fiscal 
agent. 
1) Project Description 
Summarize the project. Be specific (who, what where, when, and why). 
2) Goals and Priorities 
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Describe how your project addresses the goals of Imagine Iowa 2010 (the Department of Cultural Affairs' 
strategic plan) and the funding priorities of this grant program. You do not need to meet all of the goals and 
funding priorities, only those that directly relate to your project. 
3) Partnerships/Participants/Community Involvement 
Describe all partnerships and primary partiCipants and their role in the project. Describe how the community 
will be involved. 
4) Planning, Preparation, Implementation 
Describe what will happen during the planning, preparation and implementation phases of the project. Describe 
what will be accomplished and when. Include (or attach) a timeline for the project. 
5) Benefit to Participants 
Demonstrate how the project will benefit partiCipants and/or target audience. 
6) Unserved and/or Underserved Populations 
Describe how the project will reach and involve unserved or underserved Iowa populations or regions of the 
state. An unserved or underserved population is one in which individuals lack access to arts programs due to 
geography, economic conditions, ethnic background, disability, or age. 
7) Evaluation and Follow-up Activities 
Explain how you will evaluate the project and any follow-up activities that will occur after the ending date of 
the project. 
~ Print this page (Mac users, please use browser print button) ~ Go to next section 
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Application Narrative 
Applicant Profile 
Valerie Williams Co'Motion Dance Theater was founded in 1978 in response to the limited 
availability of modem dance opportunities outside the university setting in the Midwest. This 
professional modem dance company provides performances and educational residencies to 
communities and schools throughout Iowa and the Midwest, with a regular concert season in 
Ames, Iowa. The primary missions of Co' Motion Dance include: 1) to bring modem dance 
performance of a high professional quality to Midwest communities, and 2) to fulfill a 
commitment to dance education and exposure by offering classes and workshops in phases of 
modem dance with a strong focus on dance as a performing art, a form of communication and as 
self-expression. Co'Motion has a 12 member Board and 1 part-time staff. Performances are 
taped and broadcast on Public Access Television. Valerie Williams is on the Iowa Arts Council's 
Arts in Education Artists Roster and Dance Co'Motion is on their Performing Artists Touring 
Roster. An American Spirit Grant contract was received in November, 2001, from the lAC. 
1. Scope of Project (up to 20 points) 
Tribes. A HipHOpera will be developed as a community project, an audience development 
project, and as a concert length dance work developed from a different perspective. This 
production will develop a story, put it with music, text, and video which will be danced by 
modem dance professionals, and augmented by several local dance and youth groups. Tribes 
will juxtapose dance styles and musical styles and stereotypes. 
Ultimately, the story will be developed by the dancers/directors of the groups involved, but we 
will begin our discussions with an extant story to use or adapt. The concepts within the story are 
most important. Under most interesting discussion right now is using Dickens' "A Tale of Two 
Cities" as a base. "A Tale of Two Cities" includes aspects of suspicion, conflict, distrust of 
power, outrage, continuity, hopelessness as well as effort to change. The story itself is a vehicle 
for those concepts, as will be the dance concert. Tribes. A HipHOpera is proposed as a work that 
develops these same concepts through dance and dance styles. 
Hip Hop dance has a built-in audience because of the mass marketing and appeal of the 
accompanying music and easily understandable movement. Tribe will allow VWCMDT to 
produce a modem dance performance with a community tie that will prove an accessible means 
of acquainting two different audiences with different dance styles. The combination of 
expressive movement in modem dance with the popular hip hop dance will result in 
choreography that will be technically demanding and artistically developed. 
Students will be involved both as dancers, and as videographers and creators of the environment. 
Using professional video equipment and working with a videographer, students from the Boys 
and Girls Club and Youth and Shelter Services will create and produce the scenic design for 
production and also learn to use the Public Access video facilities. 
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2. Goals and Priorities (up to 10 points) Imagine Iowa 2010 goals 
Valerie Williams Dance Co' Motion Dance Theater has been a leader in providing professional 
modem dance within Iowa for twenty five years. Tribes will be an innovative dance performance 
integrating text with dance and videography with visual scene design, providing a model of 
experimental artistic leadership within the field of dance. The presentation of this quality 
professional performing arts piece, Tribes, will contribute to the cultural attractions and prestige 
of the communities in which it is performed, attracting residents from outlying areas into the 
community for the performance and enhancing the positive perception of the community as an 
exciting cultural environment. In turn, business is generated for local merchants, while creating a 
greater interest in the arts. This project will create jobs for Iowa dancers, designers. collaborating 
artists, and stage technicians. Valerie Williams has a long history of paying professional dancers 
and artists for their work. Tribes will be a collaboration of both professional and non-
professional dancers, including many children and students on the cast. Young people will be an 
important part of the cast for Tribes. Through their positive participation in the performance, 
their commitment and engagement with the arts in Iowa will be increased. An integral part of 
this project will be providing dance training for the amateur participants as well as enhancing 
education for the youth participants through experience in dancing with professional dancers. 
Performance participants will be drawn from community groups which traditionally do not attend 
dance events. Involving these groups in the performance develops a larger audience for the arts, 
but also involves their family and friends in the audience. Additional publicity and promotional 
materials will be targeted to traditionally underserved populations, in an effort to expand the 
dance audience in Central Iowa specifically inviting the elderly, disabled, and financially needy 
residents. Follow-up residencies and performances of this piece in Iowa with help develop the 
audience for the arts in rural underserved populations. 
3. Partnerships and Communitv Involvement (up to 15 points) 
The partnerships in evidence include Valerie Williams (choreographer), Ames City Auditorium, 
various professional dancers in the central Iowa area, and many community groups (see above). 
The Ames City Auditorium has already been booked for the production and marketing plans are 
being formalized. Local professional dancers have been contacted and are anxious to dance. 
Tribes will involve not only professional dancers, but also a wide array of community groups and 
individuals. Being involved in this production not only allows individuals to explore and express 
their talents, but allows groups a visibility in the community in a different venue. Tickets will be 
sold at area shops as well as the City Recreation Center, which indicates support and goodwill 
from members of the business community and the City of Ames. 
Modem dance classes will be offered in conjunction with the rehearsals for young people. In 
keeping with the community aspects of the subject, all ages will be encouraged to participate. 
VWC'MDT strongly believes in building audiences and training young people to be an audience 
through outreach programs and will always offer specially designed performances and workshops 
for young people in schools and other organizations. 
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4. Planning, Preparation. Implementation (up to 10 points) 
The project is being planned by the project director/choreographer, the company manager. 
Co'Motion Dance Theater Board of Directors, ISU Dance and the Boys and Girls Club. 
Rehearsal space has been secured. Community groups including the Kids' Co'Motion. ISU 
Dance, Ames Public Access Television, Boys and Girls Club, and Youth and Shelter Services 
have been contacted and are in creative discussions about the production. Virgil Kleinhesselink's 
(lighting designer) connection with VWC'MDT includes many projects during the past 9 years: 
he has been designing lighting in a variety of situations ranging from well equipped auditoriums 
to open gymnasiums. 
During the summer of2003, the company's Artistic Director will plan, with representatives of the 
community performing groups, the part that each group will play. The Artistic Director will 
work on the initial choreography ideas. The story will be developed in workshop situations by 
Valerie Williams and the directors of the various groups involved. A two week workshop period 
will be held in August of 2003 to develop the story, followed by an eight-week rehearsal period 
to develop the work in September/October. Professional dancers will be brought in for an 
intensive three-week rehearsal period. The work will premiere in the 2003/04 season as a vital 
part of the CMDT's home concert season in Ames. 
Marketing the performance to the community will be initiated during the Summer of 2003. It has 
already been mentioned in radio and print interviews about the 2003/04 season. A brochure will 
be created to help market this performance and sponsors of dance education events will be 
contacted. A video tape will be made of the performance and will be edited for promotional use. 
The performance will be broadcast on Public Access Television as part of the series: DanceTv, 
airing three times weekly. Press releases will be sent to all media in the surrounding area and the 
regular newsletter will promote the event. Postcards will be sent to everyone on the VWC'MDT 
mailing list as well as the other organization's mailing lists. Use will be made of the Ames 
Community Arts Council which has compiled all its member's mailing lists. 
Valerie Williams is responsible for choreographing, performing and ultimately producing a 
concert to show the finished work, though other artists will be responsible for their part of the 
performance, including learning and rehearsing the staging. and designing and creating the set 
design. Lighting designer Virgil Kleinhesselink will be responsible for creating the initial 
lighting and then the variations on that theme. Virgil will also call the show as stage manager 
and then tour with the show as technical support and stage manager. 
5. Benefit to Participants (up to 20 points) 
Valerie Williams and C'MDT believe in paying professional dancers for their work and have a 
long history of compensating dancers. Dancers have frequently commented on how pleasant it is 
to actually do what they've been trained to do: perform dances. The company has a good track 
record for initiating and completing projects. This performance presents an opportunity for 
Valerie Williams Co'Motion Dance Theater to explore new directions, increase the diversity of . 
the company's touring repertoire, present an opportunity for the company to perform more, 
widens 
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the dance audience, encourages a community to look at all its dance organizations, allows the 
company choreographer and dancers additional challenges. 
Co'Motion Dance Theater's Tribes. A HipHOpera will employ 5 professional dancers who also 
understand how to work with young people. The company will also employ a stage manager. 
lighting designer and 2-3 stage technicians for the production, as well as a video director. and set 
and costume construction laborers. This availability of work encourages and enables dancers and 
technicians to remain in the state and continue sharing their talent and knowledge with the 
community and state. Approximately 40 student and community dancers will be involved in the 
performance, and another 10-20 students involved in creating the video. 
The choreographic project, Tribes. A HipHOpera, will culminate in a public performance at the 
Ames City Auditorium. Participants in the project benefit by being able to work: choreograph, 
dance, design lights, design the performing space, paint, construct, design costumes, etc. 
Participants are then able to share that work with an audience. Valerie Williams Co'Motion 
Dance Theater, and all the organizations involved are Iowa based artists who chose for various 
reasons to make their artwork in central Iowa, and make central Iowa their base for touring and 
marketing. The citizens ofIawa benefit from this by knowing there are actively working artists 
contributing to the intellectual and spiritual life of the state. 
6. Outreach to Unserved and/or Underserved PopUlations (up to 15 points) 
All performances will take place in accessible spaces. VWC'MDT donates tickets to Youth and 
Shelter Services. Board members contribute tickets to needy dance students at the high school. 
A lower ticket price is charged to students and senior citizens. Target Stores program "Treat 
Seats" (a ticket subsidy program) is being investigated. Broadcast of the videotape of the final 
production allows anyone with access to cable television to view the performance. Volunteer 
ushers and backstage help are admitted to the performance free of charge. 
The dances that are developed in this project will be performed as often as possible, in as many 
places as possible. This project will be performed in Ames, and hopefully in other cities in the 
upper Midwest. Dance sections within the total concert will also be available as guest artist spots 
and for use in other concerts and school assembly performances. Discussions are under way with 
the City of Pella Arts and Recreation to produce a residency and performance in Pella, with local 
dancers taking on the large group and chorus dances. 
7. Evaluation and Follow-up Activities (up to 10 points) 
Evaluation will be by audience reaction, critical response, the continuous reaction from 
colleagues in music and dance and the judgment of the choreographer for whom nothing is ever 
good enough. Audience surveys are taken at each performance to determine, among other things, 
how people learned of the performance and if appropriate goals and priorities of Imagine Iowa 
20 I 0 have been met. Popular review from discussions with other artists and audience members 
at concert performances and, of course, critical review from the dance community as well as the 
media who attend will inform the evaluation of Tribes. A HipHOpera. 
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Support Materials Form 
• Label all support materials with name of applicant and project title. 
• Que all audiovisual and/or audio materials to the selection you wish 
the grant panel to review. 
• For Slides: 
Place all slides in a plastic slide sheet. 
Lable the sheet with applicant name and project title. 
Each slide must be labled with the Information indicated in the diagram to 
the right. 
Place a dot In the bottom left-hand corner of each slide. 
35-mm Slides (describe project or work depicted in each slide) 
Slide 1: 
Slide 2: 
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IOWA STATE UNIVERSITY 
OF SCIENCE AND TECHNOLOGY 
To the Granting Committee of the Iowa Arts Council 
College of EducatIOn 
Department of Health 
and Human Performance 
235 Barbara E. Forker Buildmg 
Ames. Iowa 50011 
5 1 5 294-8009 
April 1, 2003 
This letter is in support of Valerie Williams newest project "Tribes. A HipHOpera". 
Valerie and her company have been artists in residence here at Iowa State for over twenty 
years. Most recently through the dance section Ms. Williams received a $6,600.00 grant 
from the University for her work with the virtual reality chamber here on campus. 
We are proud of the accomplishments of Ms. Williams. She has served the Iowa 
community well with a vast array of activities that serve both children and adults 
audiences with instructions as well as concert work. 
I have danced with Valerie's company as well as choreographed works for her dancers. 
We have an excellent working relationship. 
This newest project is on of great interest for it combines the pop culture with academic 
or deeper thinking process. I find it fascinating and will provide support in terms of 
space and other resources. 
I applaud Valerie on her forward thinking and constant view of dance as an activity for 
the enhancement of society at large. 
For as Moliere says, "All the disasters of mankind, all the misfortunes that histories are 
so full of, the blunders of politicians, the miscarriages of great commanders, all this 
comes from the want of skill in dancing." 
anice Baker 
Dance Faculty 
Iowa State University 
Forker 240 
515294-3047 
mover@iastate.edu 
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Participant Information 
Valerie Williams has been dancing professionally in modern dance, musical theater, opera and 
Renaissance dance since 1973 in North America and Europe. Artistic director of Co'Motion 
Dance Theater since 1978, Ms. Williams also performs with Musica Antiqua. As rehearsal 
director for the Bill T. Jones! Arnie Zane Dance Company Ms. Williams worked at the Spoleto 
Festival in Italy, the International Festival of Dance in Montpellier, France, served as the 
international tour rehearsal director for The Promised Land, and has choreographed and 
rehearsed dances for the Lyon Opera Ballet. She has traveled to Rome to set her production of 
Divine Liturgy, to New Zealand to teach master classes at the University of Canterbury and this 
year to Portugal. In 1989 she initiated the highly successful Kids' Co'Motion in Ames. 
Currently, she produces four concerts annually, serves on the Public Art Commission in Ames, 
and presents the Ames Cultural Plan for ArtsReach. In 2000 she was selected "Local Treasure" 
by the Ames Community Arts Council. 
Janice Baker is on the dance faculty at Iowa State University. Her responsibilities include 
teaching dance courses for the performing arts major, dance courses that prepare teachers for 
using dance in public education, and dance courses for the general student body. Yes, engineers 
dance too. Her motto is "A healthy society is a dancing society". Janice is also the director of 
The Dance Place, a center for creative and traditional dance training and home to the Dance 
Place Company. 
Virgil K1einhesselink has been designing lighting at the Des Moines Playhouse since 1984. He 
has been with C'MDT as lighting designer and Stage Manager since 1988. Virgil's day job is as 
Supervisor of Biomedical Engineering at Des Moines General Hospital. He is known as the 
troubleshooter for dance companies in central Iowa. 
The Hip-Hop Club was founded in 2001 as a student dance club at Iowa State University. 
In addition to regular meetings, members have the opportunity to perform in semiannual shows, 
on-campus performances, and "by-invite" performances. The vary their style from hip-hop to 
hip-hop jazz, funk, and freestyle. From a beginning of 15 members, they now have an estimated 
60 active dancers. 
Kids' Co'Motion is an intensive three week performance workshop held annually in July 
designed for youth from 8-18. Participants receive training in modem dance techniques, 
improvisation, and choreography. Students attend daily modem dance technique classes in 
which both movement sequences and movement concepts are emphasized. Critical thinking 
about dance is required of all the students. Students learn, as well, everything that goes into the 
creation of a staged production from the technical aspects to working cooperatively. The 
workshops culminate in two full length performances at Ames City Auditorium. Kids' 
Co'Motion is an outreach program of Valerie Williams Co'Motion Dance Theater. Children 
from Kids' Co'Motion have been invited to perform in Co'Motion Dance Theater concerts and 
other venues. 
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Boys and Girls Club of Ames has as its mission to inspire and enable the young people of Story 
County to realize their full potential as productive, responsible, and caring citizens. They provide 
after school programs and daily drop-in activities which include educational development 
activities, sports, social recreation, and team programming. Any youth age 7-18 can join for a 
$12 annual membership. Currently the Boys and Girls Club of Ames has 400 members. 
Youth and Shelter Services, Inc., is a non-profit agency serving a seven county area in Central 
Iowa. They exist to provide prevention, education, treatment, and residential services to 
children, youth, and families; to advocate on their behalf, and to help them solve problems, grow, 
and be self-sufficient, responsible, contributing members of society. They provide prevention 
and education programming, and counseling. They also run a number of residential facilities 
which provide such services as drug treatment, runaway shelters, and facilities for pregnant 
women and young mothers. Over 6,000 young people are involved in their residential facilities. 
Over 100,000 contacts are made annually in their prevention programs. 
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Artist Statement 
I am a choreographer, director, producer and dancer, currently collaborating and creating a 
variety of dance productions that will be performed on various stages, in an art gallery, and in 
virtual reality. 
Co-founder of Co'Motion Dance Theater in 1978, I have also worked as a dance artist in 
education in a 9 state area in the USA, as a rehearsal director for Bill T. Jones, as a performer 
and researcher with Musica Antiqua, musical theater performer, choreographer to several 
theater companies, and guest artist in 6 different countries. I continue to choreograph, dance 
and conduct workshops for dance artists, educators, and other arts practitioners, and also to 
prove in action the pedagogy of teaching social dance. 
I have worked extensively with artists from other disciplines (music composers, visual artists, 
digital artists and theater artists) both as a performer and a choreographer. My choreographic 
work includes modern dance works, musical theater, mixed media performance and now, virtual 
reality. My work has been presented in theaters across the upper Midwest of the USA, New York 
City, Italy, France, and in a regular season since 1993 at the City Auditorium in Ames, Iowa, as 
well as other venues. As a social dance expert, my knowledge has been sought on subjects from 
Spanish medieval dances to contemporary Swing. I have reconstructed and set dances for 
Musica Antiqua, Bill T. Jones, the Lyon Opera Ballet and numerous companies and University 
music departments. 
The focus of my artistic work at present lies in the dialogue between human movement, dance 
and new technologies. I have a particular interest in interactive work, some of which involves a 
live performance element, some of which focuses on audience-directed interactivity, and a 
combination of the two. 
My main academic interests are currently in the development of a pedagogy for teaching social 
dance, and research, reconstruction and performance of social dances of the Renaissance and 
Middle Ages. I continue to have an active interest in kinesiology and body awareness. 
My current choreographic projects for the 2002-2003 season include: 
• Collaborating with virtual reality engineer Carolina Cruz-Neira and composer Anne 
Deane in creating Ashes to Ashes/Dance Driving, an interactive, immersive environment 
(virtual reality) that is a memorial for the events of September 11, 2001. Continuing 
research in motion capture and the human/computer interface 
• Choreographing Advent Vignettes (music by Jeff Prater) for solo performance with 
flutist Elizabeth Ann Sadilek. 
• Choreographing and arranging a performance of poetry and dance for Upper Iowa 
University. 
• Creating Site Map, an interactive performance at the Brunnier Gallery in conjunction 
with the Ellen Sandor exhibit (also to be performed at the Octagon Center for the Arts). 
• Collaborating with composer Bob Reselman in creating Air and Amor, a ballet based on 
the story of Cupid and Psyche as a study in trust and faith for performance in April, 
2003. 
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Current Positions: 
*Director, Co'Motion Dance Theater 
*Free lance Dancer, Choreographer, Teacher, Coach 
Summary: 
1978 to present 
*Director, Producer, Choreographer for Co'Motion Dance Theater 
Choreographing, performing, directing and producing for a 25-31 week season of modern dance. 
Have performed and taught in over 550 different communities throughout the northern central 
states. For 20 years, the company toured full-time throughout the upper Midwest, performing 
concerts, school assemblies, working as guest artists and serving as a resource for dance in a nine 
state region. Currently, the company performs a three concert season at the Ames City 
Auditorium and continues to tour on a part-time basis. 
1989 to present 
*Established Kids' Co'Motion 
An intensive, three week performance workshop designed to train 25-30 children ages 8-18 in 
modern dance technique, composition and production. Culminates in a professionally produced 
production. 
1986-1995 
*Rehearsal Director for the Bill T. Jones/Arnie Zane Dance Co. 
General repertory and the international tour of The Promised Land to Canada, France, Italy, and 
across the USA. Served as assistant to Bill T. Jones in USA and Europe. 
1985 to present 
* Master Teacher 
Luther College, University of South Dakota, University of Northern Iowa, University of 
Montana, American College Dance Festival, Dordt College, Iowa State University, University of 
WisconsinlLaCrosse. 
1978 to present 
*Free-Iance Dancer, Choreographer, Teacher, Coach 
Modern Dance choreography and performance, Musical theater choreography, Artist In 
Residence, Commercial choreography, Renaissance Dance reconstruction and performance, 
Teacher In-Service. 
1976 to present 
* Social Dance Reconstruction and History 
Renaissance Dance reconstruction and performance with Musica Antiqua. Workshops, seminars 
and choreography. Choreographed and set period social dances for the Lyon Opera Ballet 
production of Bill T. Jones' 241mageslSeconde. 
1976 to present 
*Social Dance Teaching and Choreography 
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Swing, Argentine Tango, Waltz, Foxtrot, Salsa, Latin Dances, etc. Workshops, seminars and 
choreography. 
1975 to present 
*Musical Theater Choreographer 
Over 70 productions for professional, amateur and high school shows 
See web site for list of shows: www.vjw.biz 
1995 to present 
*Commercial and Industrial Choreographer 
Choreographed movement/dance for commercials and industrials for McDonald's, Better Homes 
and Gardens, etc. 
PROFESSIONAL EXPERIENCE 
*Producer, Choreographer, Director: Valerie Williams Co'Motion Dance Theater 
Co'Motion Dance Theater is a full-time, professional modem dance company that has toured 
from Ohio to Montana. Valerie Williams choreographs, performs, directs and produces for a 25-
31 week season of modern dance. Have performed and taught in over 550 different communities 
throughout the northern central states, ranging from Chicago, Illinois to He Dog, South Dakota. 
In previous seasons Co'Motion Dance Theater annually performed on tour and at home for 
approximately 20,000 people of all ages and presented master classes and residencies annually 
for over 6000 students. Now, the company focuses on a three concert season and tours part-time. 
Currently in its 25th season, Valerie Williams continues to find and create a market for modern 
dance, in a region not known for dance, through high quality performances and educational 
outreach. Please see web site (www.vjw.biz) or following pages for a list of repertory. 
*Dance Curriculum Committee for Iowa Department of Education 
Responsible for writing curriculum framework and lesson plans for dance in the state of Iowa. 
Have written a companion guide to the present curriculum for Physical Education and classroom 
teachers. This Curriculum Guide has been presented at many professional conferences and is in 
use at Missouri State University and Marshalltown, Iowa schools, as well as sold in general, over 
the internet and at conferences. 
*Established Kids' Co'Motion (formerly Children's Dance Theater) 
A continuing program, produced by Valerie Williams and Co'Motion Dance Theater, designed to 
train 25-30 children ages 8-18 in modern dance technique, composition theory and practice, and 
production. During this intensive, three week performance workshop students also rehearse for a 
fully produced dance performance. Instituted in 1989 by Williams as an annual ongoing 
outreach project, the program has been a successful teaching and audience development tool as 
well as developing dancers and choreographers. Please see web site (www.comotion.org) or 
following pages for production listing. 
*Choreography Commissioned by: 
Brunnier Gallery and Museum 
Iowa Composer's Forum 
Bill T. Jones/Lyon Opera Ballet 
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Iowa TeleProductionslBetter Homes and Gardens/McDonald's 
Ben Ulin's Unbelievable Magic 
MTM Teatro Studio, Rome, Italy 
Muzia Dance Theater (two commissions), New York City, NY 
Des Moines Metro Opera (six commissions), Des Moines, IA 
Dancircus, Milwaukee, WI 
Old Creamery Theater (seven commissions), Garrison, IA 
Iowa Public Television, Des Moines. IA 
Ames Children's Theater, Ames, IA 
Des Moines Symphony Orchestra (three commissions), Des Moines, IA 
Wartburg Symphony Orchestra, Waverly, IA 
Central Iowa Symphony (three commissions), Ames, IA 
More than 70 musical theater productions for professional and amateur theaters (see list at 
www.vjw.biz) 
*Rehearsal Director for the Bill T. Jones/Arnie Zane Dance Co. 
Directed general repertory rehearsals and assisted Bill and Arnie from 1986-95. Directed 
rehearsals of The Promised Land for the premiere at the Brooklyn Academy of Music. and then 
throughout North America, France and Italy. Responsibilities at each site included setting, 
rehearsing and directing the choreography for 40 guest dancers at each site, then melding 
BTJ/AZ Dance Co. and the local company for the performance run. Directed rehearsal and set 
choreography in Lyon, France for Jones' Love Defined, and 241mageslSeconde. commissioned 
by the Lyon Opera Ballet. Full and part-time rehearsal direction of general repertory rehearsals 
from 1986-95. 
*Social Dance Reconstruction and History 
Renaissance Dance reconstruction and performance with Musica Antiqua since 1977. 
Choreographed and set period social dances for the Lyon Opera Ballet production of Bill T. 
Jones' 241magesiSeconde in 1995, set Spanish medieval dances in 1999 for Jones' You Walk?, 
and French Court dances for Fete in 1990. Workshops, seminars and choreography. 
*Social Dance Teaching and Choreography 
Teaching and choreographing contemporary and historical social dances from the Viennese Waltz to the Argentine 
Tango. Co-founder of the ISU Ballroom Dance Club; Argentine Tango Salons since 1996; free-lance teaching. 
Williams teaches and dances Argentine Tango, Swing, Waltz, Foxtrot, American Tango, Salsa, Country 2-Step, Cha 
Cha, Rumba, Bolero, Merengue, etc, Folk dances, Contra and Square dances. Workshops, demonstrations, seminars 
and choreographyJor beginning through advanced students in Ames, throughout the upper Midwest, and University 
of Canterbury (New Zealand). 
* Arts Advocate: Steering and Policy Committees; Consultant; Panelist 
Iowa Arts Council, Southwest Minnesota Arts Council, South Dakota Arts Council 
Serve as panelist/juror for artist roster selection. See SERVICE below for listing. 
Teacher In-Service in numerous public and private schools and for many educational service 
organizations in several states. 
Organizer for ArtsReach, a group surveying and planning for the arts in Ames. 
Serve as a voice for the arts on Ames 2020 committee. 
Member of the Ames Public Art Commission. 
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*Renaissance Dance Scholar 
Scholarly reconstruction of dances from the Renaissance period 
Performances with Musica Antiqua (10-20 performances annually) 
Consultant for festivals and university music departments 
*Public Access Television Producer 
Supervise videotaping of CMDT concerts; edit tapes for broadcast. 
Sponsor of Dance TV - a weekly broadcast ofCMDT's and other local companies' dance 
concerts on tape. 
*Free-Iance Dancer, Choreographer, Teacher, Coach 
Modem Dance choreography and performance, Musical Theater choreography, Artist In 
Residence, Commercial choreography, Renaissance Dance reconstruction and performance. 
Teacher In-Service, mentor for students. 
EDUCATION 
Bachelor of Science with honors, Iowa State University, 1977. Major in DancelPhysical 
Education. Emphases in Chemistry, Music, Foreign Languages. 
Intensive Training in Dance: 
New York University, 1986 
Bill Evans Summer Institute of Dance, I 979--Evans modem dance technique, effort/shape, 
movement fundamentals. 
Wisconsin College Conservatory and UW 1M, 1962-7 4--ballet, modem, Graham technique. 
Selected Workshops and Master Classes Attended: 
Alan Danielson (Limon Co.), 2001 
Tony Pierce, 2001 
David Parsons Co, 1999 
Argentine Tango, 1995,96,97,98,99,2000,2001,2002 
Lindsay Hibbs, 1993 (London) 
New York University, 1986 
Early Dance and Music Institute, 1984 
Bill Evans and Co., 1975, 77, 79, 82, 83,2002 
Alwin Nikolais and Co., 1976, 78, 84 
Brigham Young University, 1977 
Merce Cunningham, 1976 
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SERVICE 
Iowa Arts Council panelist for application review and granting, 2000, 2002 
Committee Member and Volunteer for FACES, a celebration of culture in Ames, 2001, 02 
Iowa Arts Council panelist, "Renew, Refine, Reflect" Arts Conference, 2000 
Appointed member Public Art Commission for City of Ames, 1999-2004 
MemberlPresenter ArtsReach, Ames Community Arts Council, 2000-2002 
Iowa Arts Council panelist for Artist in Schools/Communities roster selection, 1998, 99 
Board of Directors, Ames Community TV, 1997-99 
Ginkgo Festival, Chair Performing Arts Committee, 1996, 97, 98 
Elected delegate to the Iowa Arts Caucus, 1995 
Iowa Arts Council panelist, "Common Ground" Arts Conference, 1994 
CDAHPERD Convention presenter, 1993 
AIM for Excellence Dance Curriculum Committee, 1990-91,93 
IAHPERD Convention presenter, 1988, 1990, 1992, 1998 
Committee member for Arts Conference, Iowa Arts Council, 1989 
Long Range Planning Panelist for the South Dakota Arts Council, 1984 
Iowa Arts Caucus Panelist, 1984 
Initiated and produced a dance series at the Des Moines Art Center, 1984,87 
Initiated and produced Des Moines Dance Festival, 1984 
Danceffheater juror/panelist for the Iowa Arts Council, 1979-82, 92 
Artist in the Schools Conference Panelist, 1979-83 
Consultant for the Southwest Minnesota Arts & Humanities Council, 1980 
Resource person for ISU Music Department, 1976-present 
Consultant for ISU Madrigal Dinner Productions, 1976-present 
Co-founder ISU Ballroom Dance Club, 1976 
HONORS 
Selected "Local Treasure" by Ames Community Arts Council, 2000 
Selected Iowa's Best Dancer by Iowa Arts Council popular poll 
Selected for American Association of Health, Physical Education, Recreation and Dance 
Convention performance, 1994 
Nominated Outstanding Young Alum, Iowa State University 
Phi Kappa Phi 
Mortarboard Honorary 
Nominated for the Anna R. Toman Award, 1977 
Recipient of $5000.00 scholarship from an anonymous donor, 1975 
Graduated with honors 
REFERENCES 
Doug Risner 
Department of TheaterlDance 
Brunnier Gallery 
2906 Spring Garden St 
Greensboro, NC 27403 
IA 50011 
336-834-3102 
sprgarden@aol.com 
Philip Bither 
Walker Art Center 
Association 
Vineland PI 
Minneapolis, MN 55403 
294-4607 (w) 
612-375-7622 (w) 
Bill T. Jones 
Foundation for Dance Promotion 
890 Broadway, Suite 1790 
Country Club Rd 
New York City, NY 10003 
212-477-1850 (w) 
sanda@mail.twu.edu 
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Amy Hanisch 
Grant Wood Elementary School 
645 26th St SE 
Cedar Rapids, IA 52403 
319-398-2467 (w) 
Carl Bleyle 
205 Music Hall 
Iowa State University 
Ames, IA 50011 
515-294-2966 (w) 
Susan Cantine 
Decorah High School 
100 Claiborne Dr 
Decorah, Iowa 52101 
319-382-3643 (w) 
scantine@decorah.kI2.state.ia.us 
Matthew Delay 
Curator, 
Scheman Bldg 
Ames. 
515-294-4719 
mjdelay@iastate.edu 
Phyllis Lepke 
Alumni 
Ames,IA 50011 
515-
plepke@iastate.edu 
Laurie Sanda 
TWU 
2910 
Denton, TX 76210 
940-566-7970 (h) 
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Valerie Williams earns her living in modem dance, musical theater, opera and Renaissance dance. 
Dancing professionally since 1973 she has perfonned, choreographed and taught in a wide variety of 
situations including professional and amateur dance and theater, opera and even marching bands. Since 
1975 she has toured professionally perfonning, choreographing and teaching throughout North America 
and Europe. Co-founder and director of Co' Motion Dance Theater, Valerie has toured to hundreds of 
communities and schools with Co'Motion Dance Theater, Musica Antiqua, Bill T. Jones/Arnie Zane 
Dance Co. and the Old Creamery Theater Company. She produces at least three concerts per year for 
Co'Motion Dance Theater plus the successful Kids' Co'Motion concert and perfonnance workshop. In 
previous seasons Co'Motion Dance Theater annually perfonned on tour and at home for approximately 
20,000 people of all ages and presented master classes and residencies for over 6000 students. Now, the 
company perfonns a three concert home season and continues its touring to a lesser degree. Valerie 
trained at the Wisconsin College Conservatory, UWlMilwaukee, Iowa State University, with Bill Evans 
and continues her training with her company and a number of other professionals. July, 1986 found her 
starting part-time work in New York City as rehearsal director for the Bill T. Jones/Arnie Zane Dance Co. 
In 1990-93 she was the national tour director for Jones' production The Promised Land at the Brooklyn 
Academy of Music's Next Wave Festival and throughout the USA and in France, Canada and Italy. In 
1995 Valerie used her extensive knowledge of social dance history to choreograph social dances for 
Jones' production of 24 Images/Seconde for the Lyon Opera Ballet. In 1991 she worked as rehearsal 
director for Bill T. Jones' Love Defined for the Lyon Opera Ballet. In 1999, she set Spanish medieval 
dances for Jones' You Walk? In 1993 she set a version of her choreography Divine Liturgy on a group of 
dancers in Rome, Italy. 1987 and 1988 brought her two commissions from Muzia Dance Theater in NYC 
and one from Pandemonium DanceCircus of Milwaukee, WI. In 1989 she initiated the ongoing annual 
children's dance theater Kids' Co'Motion, in Ames, Iowa to make sure an educated audience is being 
fonned for modem dance. Currently, she is collaborating on Ashes to Ashes - Dance Driving, a 
perfonnance in virtual reality. 
Valerie's training includes a broad range of technical study, but her experiences include much more: 
scholarly reconstructions of Early Dance, advanced study in biomechanics and kinesiology, and running a 
successful dance company. Valerie has an excellent eye for movement and has coached all ages and 
experience levels. 
Valerie used her years of teaching and workshop experience to write "Teaching Dance in Public 
Education - A Guide to the Iowa Department of Education Dance Curriculum". This guide fills a large 
hole in teacher education by providing immediately usable lesson plans for physical education, music, art 
and general education teachers. It was implemented through the LACES program in Marshalltown, Iowa 
and is currently in use in that community's schools, as well as at the University of Missouri. From sales 
at presentations and conferences and through the internet, it is assumed to be used by teachers across the 
country. 
Valerie also dances for fun. Social dancing has been a part of all her life, starting with waltz and polka in 
her native Milwaukee, Wisconsin. Since then, Valerie has danced and taught most fonns of ballroom and 
social dances. folk dances, contra and round dances, and most lately, Argentine Tango. Co-founder of the 
ISU Ballroom Dance Club in 1976, she continues to teach all skiIl levels for that club as well as other 
clubs and organizations. Valerie teaches private lessons and has taught and coached for the ISU Ballroom 
Dance Company. Since 1996 Valerie has conducted Argentine Tango Salons on a regular basis in Ames, 
classes and workshops elsewhere in North America and New Zealand. 
Valerie believes in the education of physical, intellectual and spiritual intelligences and has found no 
other form as fitting as dance. Always seeking ways to ensure people have a positive experience in 
dance/movement, Valerie expresses a contagious joy in the art fonn. She is a frequently requested Artist 
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In the Schools in a nine state region, and has worked in that program since 1978. Valerie has taught in 
elementary and secondary schools as well as universities, colleges and dance schools. She presents 
workshops, teacher in-service, seminars and residencies in Creative Movement, Composition, Movement 
and Curriculum, Biomechanics, Dance Technique, Early Dance, Social Dance, and Musical Theater 
Choreography. 
Valerie Williams is a powerful dancer, an exciting teacher, a creative producer, and an articulate defender 
of the art form. 
SELECTED CONCERT PRODUCTIONS, TOURING AND HOME PRODUCTIONS: 
All choreography by Valerie Williams unless otherwise noted. 
*ASHES TO ASHES - DANCE DRIVING (2002) 15mins 
Collaboration with virtual reality engineer Carolina Cruz-Neira and composer Anne Deane in creating 
Ashes to Ashes - Dance Driving, an interactive, immersive environment (virtual reality) that is a memorial 
for the events of September 11, 2001. (please see 
www.vrac.iastate.edulresearch_archive/art!dance/index.php) 
* ASHES TO ASHES (2002) 35mins 
A memorial concert to the survivors of the events of September 11, 2001. The dances were inspired by 
watching, talking with friends, visits to New York City, and the text from interviews of survivors of the 
terrorist attacks. Original music by Anne Deane. Design by Valerie Williams. 
*THA T WAS FAST!! (2002) 45mins 
Dances for a short attention span. No dances longer than 3 minutes, most under 2 minutes. Music 
includes selections from The Bobs, Part:, Purcell, and Schickele. Design by Valerie Williams. 
*MEMENTOES (2002) 90mins 
Dances in memory of loved ones and loved places. Produced in a large dance studio with the 'audience' 
sitting in the balcony and 3/4 around the floor, this concert was as much a happening as a concert. Several 
dances were choreographed, but several were left open for improvisation and audience participation. The 
concert was divided into sections inspired by people, photographs, poetry, and music. The audience 
recited poems from their memories, contributed photographs, and also occasionally joined the dancers on 
the floor. Music included selections from Brahms, Fats Waller, and Schickele. Choreography by Valerie 
Williams and Janice Baker. Design by Valerie Williams. 
*STEEL FOREST (2001) 90mins 
Steel Forest consists of three related dances entitled Steel, Stone, and Fence. The choreography is 
inspired by a kinesthetic and philosophical response to incarceration, meditation and will. Steel expresses 
emotions aroused by lack of freedom, desire for freedom and fear of expression. Stone is a meditation on 
freedom and responsibility. Everyday tasks, the burdens of family and relationships force humans to 
confront and consider their behavior. Fence expresses the rebelliousness that can lead to incarceration 
unless it can find an appropriate outlet. Fence begins in anarchy and active countering and then, like most 
of the natural world, finds balance. Music by Bach, Tavener, Morricone. 
*SWAN'S LAKE, AND OTHER DANCES (2001) 90mins 
VWCMDT performing some of their most popular humorous dances. Selections included How Sweat It 
Is, Write Your Legislator, Don't Think Twice, Four Wet Pigs, and Odi/e, the Story of a Swan Gone Bad. 
Music includes selections from Tchaikowsky, Telemann, Penguin Cafe Orchestra, and a suite of comical 
songs by Greg Brown. Choreography by Valerie Williams, Chris Gauger and Petipas. Design by Valerie 
Williams. 
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*TRAPPING STATES (2001) 65mins 
A new concert of dances about opposite pulls, disturbances, highs and lows. In mathematics a trapping 
state is the final energy position; one where you are left when all other possibilities have been exhausted. 
It can apply to a gravity well, particles, black holes, orbits and couch potatoes. This concert relates these 
concepts to human relationships. This concert feature athletic partnering, formal arrangements of 
movement and a somewhat cynical view ofthe human condition. Design by Valerie Williams. Video by 
Valerie Williams. 
*SON OF SPIKED (2000) 100mins 
Co' Motion Dance Theater produced this sendoff of the Nutcracker Ballet. Music arranged by Spike 
Jones, Klezmer Shirim, Jingle Cats and Traditional. Choreography by Valerie Williams and Traditional. 
Performed by C'MDT, Kids' Co'Motion, Mirage, and guest professionals. 
·VIRTUE AND VICE IN THE NEW MILLENNIUM (2000) 65mins 
A choreographic look at how people's behaviors and attitudes have changed (or not changed) over the last 
millennium. Music by Debussyrromita, Ravel, Art of Noise, Part, Villa-Lobos, McFerrin, Mozart, 
Tagell, ManesislMarquart, Brubeck, Smith, and 242. Choreography and design by Valerie Williams. 
·V ARIATIONS (2000) 75mins 
Includes 17 Variations, LacrimosalVariations on Grief, Light, Adversary, Of Determined Purpose. Music 
by Ravel, Brahms, Cage, Webern, Preisner and Bach. Choreography and design by Valerie Williams. 
*SPIKED 4ever (1999) 105mins 
Co'Motion Dance Theater produced this sendoff of the Nutcracker Ballet. Music arranged by Spike 
Jones. Choreography by Valerie Williams and Traditional. Performed by C'MDT, Kids' Co'Motion, the 
ISU Ballroom Dance Club, the Family Martial Arts Center and guest professionals. 
• SHAGGY DANCES (1999) 95mins 
Co'Motion Dance Theater performs these dances made in collaboration. Music by Fuller, Gilbert and 
Sullivan and Bach played by cellist George Work. Choreography by Valerie Williams, Kathleen Hurley, 
Lana Lyddon Hatten, and Paula McArthur. 
*Series Solo #3: SINGING OVER THE BONES (reworked 1999) 27mins 
Based on characters from Estes' Women Who Run With The Wolves, this dance uses lighting effects and 
flying, along with highly personal dancing to illustrate one woman's journey to self acceptance. The 
music was chosen only for it's ability to move the choreographer. Music by Morricone, Mozart, Part, 
Mickey Hart, Orff, Villa Lobos, Traditional, Omette Coleman. 
·Series Solo #2: ROOM TO SPARE (1999) 30mins 
Color, line and the presence of living dance. An experiment with sculptural dance. Music by Part, Monk. 
Performed and choreographed by Valerie Williams. 
·OFFICIUM reworked (1999, premiered 1996) 60mins 
The progression of the day is a metaphor for the journey of life. Officium was inspired by a 
contemplation of contemporary hours. Choreography by Valerie Williams in collaboration with visual 
artist Carol Prusa. Live music by the MusicMen singing Casals, and Anonymous. Music by Hilliard 
Ensemble and Jan Garbarek, de Morales, Perotinus, de La Rue. Featuring Lana Lyddon Hatten, Paula 
McArthur and Carol Prusa. 
·Series Solo #1: DANCE THEIR PANTS OFF (1998) 45mins 
A chronological series of autobiographical dances. Music by Morton Gould, Beethoven, Richard 
Wagner, Paganini, Fats Waller, Pete Johnson, Ethel Smith, Astor PiazzollaiGary Burton, Johannes 
Brahms, Debra MarquartlPeter Manesis, Carl Orff, John Williams. Performed and choreographed by 
Valerie Williams. 
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*3 SPIKES AND YOU'RE OUT! (1998) lOOmins 
Co'Motion Dance Theater produced this sendoff of the Nutcracker Ballet. Music arranged by Spike 
Jones. Choreography by Valerie Williams, Lisa Rich-McKelvey, Traditional. Performed by C'MDT, 
Kids' Co'Motion, the ISU Ballroom Dance Club, the Family Martial Arts Center and guest professionals. 
*CARMINA BURANA (1998) 30mins 
Selections from Carl ortrs 'secular songs' choreographed by Valerie Williams. Performed by 
Co'Motion Dance Theater, Kids' Co'Motion and guest dancers, Iowa State Singers and Oratorio Chorus, 
ISU Wind Ensemble. Conducted by Robert Molison. Produced by ISU Music. 
*OUR TIMES (1998) 90mins 
"Life and Love and Fire don't happen in 4/4 time." From a passionate tango to the questioning Leanings, 
these dances explore the human condition using music that isn't in 4/4 time. Choreography by Valerie 
Williams. Music by Piazzolla, Smith, Saint-Saens, Mozart, Stravinsky, Bartok, Brubeck. Performed by 
CMDT. 
*SPlKED! AGAIN! (1997) 90mins 
A new version of the 'inspired silliness' of Spiked!, a snide version of the traditional Nutcracker with 
music arranged by Spike Jones. This year the mice won the battle. All 2nd act divertissements are 
affected by the victorious mice. Co'Motion Dance Theater produced this sendoff of the Nutcracker 
Ballet. Music arranged by Spike Jones. Choreography by Valerie Williams, Beth Clarke. Performed by 
C'MDT, Kids' Co'Motion, the Octagon Tappers, the Family Martial Arts Center and guest professionals. 
*REQUIEM (1997) 90mins 
Dances from memories and in memory of people and events. Music by Fuller, Smith and from the 
requiems of Brahms, Mozart, Faure, Rutter. Design by Valerie Williams. 
* SPIKED! (1996) 90mins 
Company regulars are joined by community groups to present this side-splitting alternative to the 
traditional Nutcracker with music arranged by Spike Jones. The Tchaikovsky music is a small part ofthe 
aural experience, many other Spike Jones arrangements such as "Cock 'tails for Two", and "Holiday for 
Strings" complete the mania. From a flamingo bower version of the Waltz of the Flowers to a tapped 
Cygnettes ballet, SPIKED is loaded with wit and more than just a little sarcasm. Design by Valerie 
Williams. 
*OFFICIUM (1996) 61mins. 
The progression of the day is a metaphor for the journey of life. Officium was inspired by a 
contemplation of contemporary hours; how we divide our time and space. Collaboration with visual artist 
Carol Prusa. Music by Hilliard Ensemble and Jan Garbarek, de Morales, Perotinus, de La Rue. 
*FOXGLOVE AND FOXTROT (1996) 90mins 
A celebration ofIowa's Sesquicentennial in dance. Social dances that have been done in Iowa in the past 
150 years form the basis for the choreography that explores Heading West, Coming Together, Building 
Community, Dancing with the One that Brought You. Music by Albert Ammons, Mike Bell, Greg 
Brown, Michel Faubert, R. Firpo, Grever, Tom O'Neil, Luke Thomasson, Toujours, Traditional 
*OF DETERMINED PURPOSE: POTENT WOMEN (1995) 78mins. 
Strong women, strong music and strong ideas inspired this evening length dance. Women's lives and 
places in the world are examined in the sections titled: Endurance, Obstacles, Exclusion, Crazed, 
Conviction and Integrity. Music by Hildegard von Bingen, HeymanN oung, CarmichaellMercer, 
HollanderlLerner, Mozart, Part, Piazzolla, Visser. 
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*CHAMBER DANCE (1995) 90mins. 
A collection of solo vocal literature with solo dance. Includes La Chanson d'Eve by Faure, Cappella with 
Danish songs, and Barber's Knoxville: Summer of 1915 and The Hermit Songs. Singers Lisa Baker and 
Steve Hoifelt with pianist Joyce Andrews share the stage with Valerie Williams in a variety of treatments 
of dancer/singer duets ranging from the traditional singer at the piano and dancer moving on the stage, to 
dancer and singer both engaged in the action. 
*LULLABIES (1994) 60mins. 
A collection of dances using lullabies from around the world sung in native voices. Evocative and 
sometimes gentle, in tum frustrated, funny, wry, tongue in cheek, these dances look at how our 
relationships with infants and children affect and demonstrate all our relationships. Music by Maria 
Teresa Parades, Tom Wasinger, Traditional. 
*LA LOBO: SINGING OVER THE BONES (1994) 26mins 
Based on characters from Estes' Women Who Run With The Wolves, this spectacular dance uses lighting 
effects and flying, along with highly personal dancing to illustrate one woman's journey to self 
acceptance. The music was chosen only for it's ability to move the choreographer. Music by Morricone, 
Mozart, Part, Mickey Hart, Orff, Villa Lobos, Traditional, Ornette Coleman. 
*CAPPELLA (1994) 70mins. 
A collection of dances that accompany other arts that also accompany the dances. Musicians, a visual 
artist, a jazz poet, and dancers make art together. The performance includes choreographed works, but 
also improvisations between dancers and artists. Carol Prusa, painter, Debra Marquart, jazz poet, Ken 
Jolls, vibraphones, Steve Hoifeldt, tenor. 
*DIVINE LITURGY (1993) 60mins. 
Inspired by the human capacity to do good, this dance is an affirmation and celebration of the human 
spirit. Music by Komitas and Beethoven. 
*1001 NIGHTS (1993) 45mins 
A young people's performance that includes 7 young dancers as 'scene changers' (non-technical 
movement). The professional dancers take on many roles in stories that may have been told by 
Sheherazade. Design by Valerie Williams. Music by Rimsky-Korsakov. 
*SIGN-APSE (1992, revised 1993) 75mins 
Traffic signs are used as a metaphor in this examination of how people treat each other, as well as how 
children learn about social mores and habits. Design by Steve Brownless. Music by Mickey Hart, Art of 
Noise. 
Videotaped in edited form for broadcast by Iowa Public Television. 
*KANJI (1991) 35mins 
Dances designed from the shapes as well as the meanings of Japanese kanji. Design and calligraphy by 
Dee Peters. Music by The Penguin Cafe Orchestra. 
*MANIPULATIONS (1989, revised 1990) 65mins 
Originally choreographed for gallery spaces; set, costumes and dancers manipulate and are manipulated in 
what becomes an individual's quest for the freedom of expressing a unique voice. Installation by Carmon 
Slater. Music by Arvo Part. 
*BARBER-ISMS (1989) 40mins 
Samuel Barber's Knoxville: The Summer of 1915 and Hermit Songs danced into life with full set, soprano 
and pianist. Broadcast by Iowa Public Television. Design by Steve Brownless. 
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*ILLUMINATIONS: Kinetics for Body and Voice (1989) 70mins 
Dances set to the poetry of Phil Hey and poetry set to the dances of Valerie Williams. Music by 
Copland, Tchaikovsky, Chopin and others. 
*THE MEDICINE SHOW (1989) 90 mins 
Dance comedy in the Vaudeville tradition including: Odile-The Story OJ A Swan Gone Bad; How Sweat It 
Is; Write Your Legislator; Slapdash and others. Music by Tchaikovsky, Telemann, Chopin, Porter, 
Hayes, Madonna and others. 
*LOCATIONS OF THE SOUL (1988) 60mins 
Solo concert. Ajourney into the mind and soul, inspired by journal entries. Designed for a large space 
and danced in the round. Music by Beethoven, Fats Waller, VilIa-Lobos, Cole PorterlManhatten 
Transfer, Bach. 
*IOW A COLLECTION (1986) 90mins 
Dances based on works by Iowa artists, contemporary and deceased. Includes the visually spectacular 
Miss Buns, Miss Buns, Why Don't You Smile When You're So Good? based on paintings by Sharon Burns. 
Music by Greg Brown, Meredith Willson, John Cage, Philip Glass, Eberhard Weber. 
KIDS' CO'MOTION PRODUCTIONS 
*CONNECTIONS (2002) 65mins 
Physical and emotional, across space and families, chemical bonds and DNA. Music by Bob 
Reselman, Harry Partch, MotionIPotter. Set and costumes designed by Valerie Williams. 
*SPHERES (2001) 60mins 
Balls, planets, the circle of life, spheres of influence are among the ideas that will inspire the 
perfonnance this year. Spheres is about round objects and round thinking. Music by Bach. Set 
and costumes designed by Valerie Williams. 
*Future Vision / Echo and Prophecy (2000) 60mins 
A look at who we've been and who/what we want to be in the next millennium. Dances based 
on the questions: How and where will we live? How will we relate to other people? What place 
will technology have in our lives? Music by Art of Noise, Bellinati, Madredeus, Riley, Suso, 
Tippet, Torf, York. Set and costumes designed by Valerie Williams. 
*MetaMORPHoses (1999) 60mins 
A visually spectacular, abstract, and artful concert of dances based on man-made patterns and 
patterns found in nature. Dances inspired by seashells, snowflakes, splash and wave patterns, by 
locomotor patterns and sung rounds, by Escher prints and Art Moderne. Music by Reich. Set 
and costumes designed by Valerie Williams and Susan Norris. Video by Gerry Sheble and 
Valerie Williams. 
*SUPERHEROES (1998) 60mins 
Based on Homer's Odyssey, this production follows the structure of the Odyssey, but the dances 
come from the characters and qualities in the stories: leadership, responsibility, Shades, Wind 
and Stonn, war and confrontation. Music by Holst. Set and costumes designed by Valerie 
Williams 
